FURLISHER: Rvdy VaadarLans- «est EINK AW 
pesieneR: Gail Swanlvad- cory enmer: Alice 
Polesky- EMRE FONTS: Tvzana Licko_ 
SALES AND DISTRIEVTION: Tim Starback— TECHNICA 
crew: John Kessler. sates: Lori Jackson 
PHONE 916/451-4344_ 
FAX 916/451-4351-_ 
FOSTRASTER, EAIORE (1658 1445-9717) 15 
PUBLISHED AVARTERLY FOR #24 EY- 


EMIGRE, 4475 |“D“ STREET, 
SACRAMENTO, CALIFORNIA 95817_ 


Second class postage paid at Sacramento, (A. 
Tostaaster plaara sand address changes to: Enigre! 


AATS “Y Strant, Sacranaate, (A S5UF, VS.A. Copyright 


© 1979 Eniges Graphics. All rights reserved. No part of 
hi 


alssion from the contribstors or Enigra Graphics. Eaigrel 
Magarine, Eaigrs Fonte aed Enigra Moric are tradenarks 
reine FY Cal Cantral of Emigre Graphics. FALL 1993 


BARD AAA CEAVEEE 


SACRAMENTO 
MONDAY, 10.25 93 


Ai=4 


| 
|| 
|_| =: 
HEIR INVITE, Ty vesT-EHT Hv 
AVNTING TASK 1 GAN IMAGINE] THIS 15 A MAPAZINE ['VE 
ole TEAETU DEN Anpieeci venir test emai Kio 
Cais genie Bln nee aeena ral 
IA TO EE SMAKT, CONCISE AND NEW. YIKES! EAUORE FRINTING 
y|THeveHTs IN ELAGK ANA) WHITE (OR WHATEVER ¢0L0k 11 
oi Ur); SUDDENLY 1 HAVE MORE THAN OESISNER'= LOCK. | 
| vee since 1 EECAME A oRAtHIG 
fees 1 MAYE EEN QEVHTEE To DESIONINY ONLY FOR hE 
INJEST AUDIENCES. THE STATEMENT 1 WROTE WHEN APPLYING 


lhmsecina nent deparmarrusntes 
iliseca, axtwe nar scnrcesste 1 eres) | 
Peseone oe simnen enin Lagne ott PAM 

Ices mateo, dea tnaisacencors se 


HANDCRAFTED A ae emeatee | 
vi 


= = 


artistic. qaeyen 
SOMETIMES VOLY AND SOMETIMES EREATATAKINGLY EEAVTI 
ALWAYs IDEALISTIC, CONFRONTATICNAL AND EVER ¢VRIOVS. | 


| WE WILL ALL HAVE OVE FIFTEEN 
| MINVIES 0F FAME+I hope mine iis 
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Design fane seams ie be based mora ahd nora on which stylistic label you 
are bestowed—svddenly your work is lifted ovt of its context and plopped) 
own firmly inte this or that camp. And when a (style is so casil 
kdantifiable, it's) certainly caster te rip off. Bvt yov can’t dvplicatal 
someone's whole [ife experience, apd that’s where yov, the originator of 
yovr own fvaky, quirky style, and your sincerest Platterers part ways! 
ida spectrum of emotions or depth; 


Clones aren't known for having a 


levolvtion and growth are ried ovt- 


|never expected) te be some| sort of SVPER-| 
HYPHENATED-EVER-OQVALIFIED-AND-CATEGORIZED designer. Bvt for 
tylistic or other kinds of labeling arg inescapable. And 
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sleeve; | he es 


better or worse, 


Tabels needn't svck, I wear my “GalApts” badge on ay 


hhere I first encovatered labeling |of ay work af CalArts in the Art 

hool cf all places; “Yeoh; all that SIVEF looks like" Does ny wok 
Took like QalArts| grad school desigh? Svre_ I can seq all the diffardas 
liplictle qvances—hdy! eatirely sepdrdia valverses!—Hetween ay work andl 
that of ay friends and classmates, byt in the big scheme of things, ix|it 
really so differest? WHI my work [ook as “ValArisy 
acing to be tasted Sn this? But I'm hot intarastad in haying my ideas stay 


and design tids land dropped this 


tn ten years? Am I 


pur I've packed \p|all ay belonging 


whole experiance|into an antiraly new cheaistry—I'm tvriovs how my work 


will mix in, how fi) might sat off a chamical reaction. | | 
iiss my pal Jann |aad I recently showed ovr work 14) 4 


preminest design |htadhvater in New York, a pronevacemant was handpd| 


ddwn on ovr carears, “I really dislike|this work. This|is| not ‘real’ design, 
it's just ‘playing around.” Furtharmors, |sha informed vs te gata “real” job 
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ste br starve. Coming 
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Keep just missing each other—you took the Walker Ari Canter) 


Design Director position almost the sana day I moved from Minneapolis 
BSE CalArts. 0f covesa, you'ra lagandary at CalArts. 


Laurie Haycock Makela: edly I"m sure, in| a variety of ways! 
uM. | HAVE TO CALL) YOU BACK. | NEED TO KICK SOME PEOPLE OUT OF THE HOUSE. 
\we? ve had so many people over—Scott ; scorr mapeun is making a video! 
This is kind of the last of it-we've had people from out of town staying here and 
pepple coming over to|see the video all week. And then trying to put our daughter, 


to bed in the middle of all that. 


Carmela, 
| E: Svre, I'll talk to yov later, thes. Bye, 

| LHM: Bye- | 

See eee | 

| UHM: OK. Hi. Jeffrey Planskey, a music video director from Detroit, came 
for a week to work onja video with Scott for Vrge Overkill. Do you know their music? | 

| Lim: Well, 
times! (caucus) The great thing about Plansker is that he likes to work with graphic 


E- Yeah- 


we've listened to one song of thejrs/about nine thousand 


designers. | think he’s probably a closet graphic designer—he realy looks at design and 
eld advertisements and) such. He collages things together and mixes them in with the 
band dancing. It’s really cool. | 


E: Isha the quy who did the 10,000 Mantacs video 

Sues een! || 
| lM: Yeah, and he’s worked with Rick Valicenti and Barry Deck, too. 
He|and Scott are in a groove and they work heecuheraosly wall.|It’s been fun, like a 

Wark party, for the last week. 

E: So when ara you doing your sole albvm? [LAVRIE’S VOCALS ARE FEATURED | 
THE AVDIGAFTEREIRTH YEEVI tb “COMMEINE.”) | 

\avens) | Tike that question! It just takes $0 much energy to engi- 


LH 
a Yall this stuff. i. played all the instyuments on “Commbine” and he used to do all | 


tn 


ey th Lewis who is better than him at some|of, 
~He really helped me, too, r 
E: You have a 


hose thin 


engineering, too, ithe he works with 


‘ing a part of what hi 


gnizing my singing voice.| 


raat voice. | 
| 

bt tavens) Well, thank you. It just amazes me to hear that Peel | really never attempted to sing until 

after | turned thirty. Scott had a lot to do With that—it’s just fun to make music with him. I'd love to 


ake a recording, but 
he mechanics of Putting music together right now—digital) music—the engineering and so forth, are p retty sophisticated) 
fand it takes a lot af energy, too. It’s one of those activities in which | like being on the sidelines Ea Yeah!” | get a big, 
kick out of just haying something to do with it. | 


E: I'm a fan from way back. Jan ielespecesbiies play yovr tapes when wa ware working together at Artpaper 
| 
LW: Really? We really respect Jan‘s work and taste in music. Quiet and mild-mannefed Jan would always 


pull out the most tadical recordings. There are two or three people whose opinions mattered to Scott and one of them was 


an’s. When Scott started making musicjand Jan was digging it} that was very encouraging. He was a very early fan. 
Ez If it weren't for Jan, I'd still be doing pastevp in a basement somewhere. 
no, six people who have worked in our studio at the Walker studied with him and 


tion about it. 


LHM: You know, five, 
hey were consistently the best. No que It’s a phenomenon. When we interview for interns—designers from all] 


= t if 
pver the country—Jan’s students are by far the best, in erm ( a specific kind of. attention to detail and sensibility. And |) 


ay, “Oh thank youl Jn.” He's got a teallylgood sense of whakt 
i 

lof ambition can bring, like a larger sphere of clients, and he c 

ing, too. He’s being profiled ina fly fis e 


takes to lead a good life, too. He sees what a certain degree 
uld have those clients, but he chooses to design and go fish+ 
magazine-you'd expect a design magazine, but no! 


Ee balay a Weplyneciat hl eetylet eho ies aw, ehatte an thelslesrlesete shes aadenever aie in the day? 


LuM: Having Carmela de 
gives my life a central organizing factor. 


much disarray: clients in one direction, 
reeway. It just feels that way; you get on|th 
otally stupid things, | 

| E: How do you do 


HM: (caucns) Well, one th 


ee 


teaching in another, Iwas living in yet another—I literally felt Tike 


| 
|| just turned thirty-seve 


‘initely organized our lives. Everything becomes much more ystematic—she really, 


That’s probably something I really needed. Before | left Los Angeles, there was sa 
| couldn’t get off the 
e freeway and you gant get off. I'm glad | djdn’t have a baby when | was living there. 


nin July. I’m enjoying getting older because, hopefully, you don’t do as many) 
| | 
17 How do you balance being a dasignar qnd baing « nom? 


jing I’ve been doing lately—like last night, no two nights in a row—is getting up at 


hree in the sal so I'ma little spaced during the day. | go|to bed early when we put Carmela to bed and then | get up in 
| 


( 


— 
$ 


—— 


Hi. 


OH, 
trnowe nines) OH, 


But the general feeling is that this is not a sweatshop, people|have other livespeople} 
with someone or my daughter gets sick and so forth. We try to stay pretty realistic about these things. Within reason. 


ithe middle of the night, because that i 
| |she’s not awake, or a job isn’t drilling at me. I’ve come to real 


| hy weird hours; it’s become a rather peduiiar pattern. | 


| me is really competent, really good, and in general, they ss) 


ithe only time when Scott’s not awake, 


y savor these real-| 


one thing I’ve got at the Walker is that everyane who works with) 


their jobs. So that) 


ners. When | first) 


makes my job easier|| depend on the staff to do their thing pied versa. Part of, | 
i 


the pleasure of my job is working with a/lot of different des 


started there, everyone was saying, “oh, you’re going to run that sweat shop? And) | 


how are you going to|do it with a baby,|too?” and all that blah 
\But it’s like this: | have a child and | have 


daycare in the morming and pick her up at six p.m.—that’s jus 


get up in the morning, we eat, get dressed and | do my best to get out the door, 


but that is the best | can do. Time is not rigid at the studi 

around the edges, because | don’t want any time constraints f 

| Ithe studio, we generally work 9-to-5 or 10-to-Bish kind of houts, 

in and does late nights when they have to during certain demanding periods. And | 


E: All| that and your office pis ovt a ton of stuff, 
LM: (avews) Omiged. |t’s pretty hardcore. Werve got a lot of dead 
point type with all the projects for that|week—who’s designing |what, who’s editing, 
Sometimes there ate forty-seven things listed that we just haye to keep cranking on; 


It might be just a little sign to do, but on the same list is a three hundred page catal 


in order to not make everyone go insane, | try to be a little loose about time. | 
E: What's going to MII the void left by the closing of De 


Lum: We're working an that. At one point, the community me that Mickey rmicorgo friroman, romwen watken 


pat cenren oesian cunatpai] Wasn’t here anymore, that things had started to look differ 


closed Darign Warterly... | | | | 


Kathy Hatbretch waren arr center omreroar tolerates ambiguous situal 
feel the need to makq everything safe wjthyn graphics or programming; she’s got a pretty expansive way of looking at things. 


I've been inspired by her leadership. And I’m amazed at how |cohesive things are act 


jam most excited by an exhibition proposal|l’ve recently been given the “go-ahead” o ey for 1995. It’s about creating a model for, 
interactive fiction and design—new narrative forms, digital book forms and network’ 


| 
LHM: Yeah, yeah. waushs) Mickey and Martin UrhieDWaN, FoRmen piacere 
| 


ye up at three a.m. when | have to, too, 


| Et har panded to change tharg for « while, dos's Yoo skiskT 
i THE WALKER ART centens|WOUTd be the first to 


blah, blah... 
to drop her off at) | 


| | 
the way it is. We! | 


it’s really loose| 
myself either. At) 
but everyone kicks, | 


have breakdowns bedause they broke ud 
too! | 
ines. Every week we|have lists in three 
who’s doing this and who’s doing that. 
hey all have to go put at the same time. 
og. We're all pretty fast on our feet, bu 


ign Warterly? | 

nt and what did that mean? Then we 
| 

‘tions; Pr aes eerigies: s-doesn* 

ually becoming, all things considered. | 


‘ing. There’s a lot of potential in the air, 


agree, too. They stepped away to let the place refresh itself. | | 
| | E: Why} is the prass being a little less than < 


Li 
things we're doing “t funky and should he questioned. The community is very invaived in what we’re dj 


land feels some owneiship for what happens here. I’m still getting to know the Twin C 
of liberal and not Wal tend to get inty “microworlds” at) the Walker and startito} 


ithe people | work with, and that’s just not/true. ie : 
va. 


| 
E: The Iectvre you're giving at the fooperHawitt, “Nao Ego: The Vadergr 
| kas aes alor of diresston ‘What dour "Ne 
ba It’s an idea I’m rking on; it’s still|in) process. But the was 


realize it could go anywhere. I've just been blown away by the response I've recaiv 


i ke 
Working on and Zuzana Licko sent me ajresponse immediately. Caryn Aono sent mi 
Sheila Levrant de Gretteville banged al ajlong, beautiful lelteF. And to see, at the 
has started and wanted to begin is very int leresting. It’s not a new dialog by any ‘ 
i 


la new gathering atound the table. | | 


MY DOG’S CRYING—SHE’S uae ON 


WAIT A SEC, OK? | HAVE uy ANSWER THE Q ER PHONE. 


| | 
Ok, “Neo Ego.” Well, n\here are male models of “ego”: competitiy 


dial? 
: There’s a lot of nostalgia for the Friedmans. Which is co! pletely normal. And pes some of the 


Eye" xeant———_|-_| __ 


ing at the Walke 
ities audience; it’s/a funny combination 
Ithink that everybody jin the world is like 


d Matriarchy in Graphic Design,*” 


People are responding, I'm starting to 
¢d—people have been quick to answer. 


pad a challenging lconversation with April Greiman about het reading on the topia, Kathy McCoy sent a ix page article she’ 5 


ides of a number of women’s work and 
yery least, the easq at which this dialog 
s, but the playerslarp different; there’s 


| ea 
| 
| 


ye, wanting to be singular, cutting off 


ithe competition Gi so forth. I'm imagining an ego that’s mare inclusive, mes sharing, a compassio ate sensibility. It) 
creates an environment for dialog. Teaching, in its best sense, is “Neo Ego.” Some people outside of our|circle might think 


a = a == 


al 


Tt 


"the tertore series lore 


MECHANICAL RIDES. | 


“NEQ EGO. THE UNDERGROUNO MATRI 


we define araphe deste n “exterior terms: 1. formmekipa: 


the following excerpt {rope a conversation between David Carson 


D: Whose work in portiedlar 


The Work of Rick Valicent, Barry Deck. 


ward Fella, Scott Makela, Tibor Kafe 


Bul ‘Neo Ego" 1s the contribution ol women to the “interior” of rhe 


Inclusive. educational. curatorial piri of women such a Loreaine Wild 


Lupton and Sheila de Brevtevillejeviding the desien thinking of ins 


show how this “underground matrfarchy” in graphic design Is regenerating 
| 


What do women] hove to de with current impulses 


Laurie RaYepeK 


Peiercings saying|women do this and me 


‘Neo Ego,” too. 
So 
ori’s. And | know th: 


these women are giv 


ave been educated 


| know that’s true 

ork and think that 1 
huge generalization 
Th 
k 
d 
he 


come out and brea 
oman who first d 
ay, but April is 


for Scott. So that’s wha 


Jn with her exhibition 


Mone To oFFice* | 


nized by Ellen Lupton in cons 
WOMEN AND MACHINES ER 
| 
| 


oH, 


RCHY IN GRAPHIC DESIGN™ 


fen men dominate the pratession. fester for example. 


land Rudy VanderLans in the mou feted! Emigee (271 


ver Jelfrey Keedy. John Weber. | 


Fabien Baron, Dovid Carson 


ing abr the phenomenon of the 


stat eve Kany Co. Een 


ang suchas Cranbrosk Cals Casper Hewitt ad Yale Tl 


the prteiion from beneath the furlae of the printed page 


HAKELA 


do that-that was 


lor influenced by April or Kathy McCoy, 
ng the so-called “permission” to do pur 
nost of it is going on 
© point out a particu 
re’s an attitude that 
he whole Modernist grid and be so terri 
it. Wolfgang Weingart and some others 
one who really c 


| 
me of the work | Ijke is anti-grid, anti- 
t the people produving this work, even Ed 


| mean by the “Und 


me out with it =and s| 


rit around it. And|i'm not interested in 
men who are very, 


[April's interpretation of my proposal—l kno 


hjerarchical work, beautiful, dense, ingane stuff—like Allen 


Felia=auser Ed, the most influential exception in the world 


or Lorraine, or Sheila, or some other woman. My theory is that) 

ely emotional work, hi ghly personal work,|all this wacky stutt 
| 

ground Matriarchy” or “Neo Ego.” | look/at a lot of current 


because of women! | it t 
ar phenomenon. 


‘is associated with 


|don’t mean to limit this to women exclusively—l’m making a 


the first people to 
jcidence that it was al 


Neo Ego,” too. For example, April was one o 
1 don 
in 


fidally successful. 4 think it’s a coin 
ere certainly practicing this at the same 
he influenced a lot of people. When | | 


tithe and in the same 
irst saw her work in 


and fine-tuning th 


ip 
n 


Tight to mind? Si 
ork, too. Do worn 


e ik 


HM: (avons) Yes! The 


LHM: | don’t know. Do 


Berkeley, | thought, MThis is so glamorpus. It’s smart; it isn’t, 
chool. It’s so exciting. 
Thjs is what I think “Neo Ego” may be. On 


| may start 


eas, thin 
saw your proposal 


[sax Intter abova.] 


n are doing wome: 
y because it’s cod 
work in this genre? || knew a few wome 
E: Yeah, byt wl 


y disappear into t 


(LINE curs OFF.) 


IM: Hi 
d that’s the most 


a 
taken time to respon, 


are flying around 
hese people have 
thi 


a 


say, “Thank you; is really interest: 
desire out there t 
E: Why de yo. 
LHM: Well, 
t in design, 
design with.” She 
together an all-woman AIGA jury. Did yo 
2 little weird. When | questioned her abi 
male juries and | just got tired of it. 
the problem?” | asked her if there was 
land an all-women|j 


sense that there i 


| for some 
[When I started 0 
Women to discus: 


there wi 


king of it in an ent 


ork. I'm hoping tt 


happanad to than? 


i guess the bot 


ury and she told me that the women really discvssed things 
1 


anything like the maps and diagrams have been doing in) 


the other hand, thi 


tir 


in the 
ely different way. 


process of putting] this lecture together 


that lists the mostly male dasignars’ names 


Rick Valicenti, Barry Dack, ai al; and your question with adjectives relating to their work; eg., “permissive,” “sexvalized,” 
“non-linear,” “intvitive.” These ara <ohidatad “taminine” traits, So ay first thovght whan I saw your proposal was thet you 
considered these man as design cross—drassars_ 


work! But why do 
ig up some wome: 


those designers that|Rudy mentions come 
Working in this man 
n design school who did. 


er and show their 
ni 
They've vasished—where are they? 


leaching? 


ftom line is that et of points of view 
citing thing. so} surprised that all 
and even Sant, 4 ppint of view. And | 
moved by all of it. 

truly talk with meat ie 

Weater einer wll 

ne like April, it began something like: 
Tq no women—no W: amen to talk with, no 
old me about her e: perience of putting 


U hear about that? Well, the whole thing is 
“I’ve been on so many al} 


e 
d 
ng.” I've really bee 


uh it, she said, 
1 these women are competent, so what’s 


any basic difference between an all-men 
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IW 1659 THE FIRST PARTY OF THE WESTERN LANDS SURVEY 


Istionicrow 
ROUTE ALONG THE 35T 


The instructions eon the Conaresstor the expedition 
worocomprehensive:.o mote an revo all pecles 
Of plane and animal, all conditions of geology and 
‘meteaology, al form of human habitatiot and any 
othersilient features ofthe landandensitansseemied 
signiticant forthe use of the peoples of these United 
States” / The necessity for the suivey Hwa hecome 
apparent when many of rhe fanatic pga elaims 
tna ofthe lands remaned unsubstantiated loins 
that approached the stars fet duh the 
thacdly settled und had keen seen by onty a hart of 
explorers and adventurers, Storie were told of bende 
of butfala sw dense that onc could mistake thein for 
‘nw ploughed fel, mountains the colorof bhsd 
that flours great eats in thesky, lakes tha foes 
with the nilver fot of leaping fish a fest ion 
‘hone canopy orie could walk wthaiusiind mes: The 
thine forthe hoor hid eamne ely to this your 
ration, fod by icons of startling visions if matter and 
light whowe extent was ony rhe subtine shaw of 
the Knits of knowlelge 1, despite the 
joverwheliing desire anal epeimiany shave by these 
imagesiof plenty, furtiveaccowtsof aiferent ntre 
continued to surface i the peut natn 
weconcemalthecurious eset 
cofsallnce that exited seemingly out 
the fabric of desire that shrow te vis 
new tand, a dead ecko 10 the uaynindes!ptinism 
that wine projected upon the horizon, [own sr 
present titne hese stk reflections can only be 
trader ay an anova ren ton to tel 
tuoput that had grippal the $0 
Fresciene doube that persed thvouh the vision of 
Tunbounded oprsminm, By designating narre as the 
teahuad we had in fact established the grou 
Jor its extinction. The musterialism of the Atcadan 
‘Vision could only Fead to fulfillment by consuming 
tho very lanucape fromm which i spuun [Foe the 
oy itt the continent way divide 
Meling the lines of latiinle. A survey 1 
mel to each stripy and wits to fll it li 
vcrows to the Pacific Occur. The most upstostate 
equipment was provided toa the surveyors in eit 
‘work Including telescopes, microscopes, Uns 
clocks, barometers, drafting instruments and the 
‘nowlysinvented negative file camens,/ But despite 
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proverce and to bear witness Te ain vhs Might that 
the following dociments mst Ie anydeestos with 
their empha ups. the depth of qualities rather 
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the following text bear what appears v0 be an 
anachronistic str and thovagh 4 was originally 
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cures Wy) j cera 


With the male juriés,/it wasn’t quite the same thing. April has a] passionate consciousness about gender oles that begins 
with, “I have never been ‘a feminist.’” | 
| Ed) Bates des axtcleys I juts plokedvp she ude: Mes andi har x ceyks iaey above bentetva 
that really annoys me. Partylina Faminism just doasn't raprasant na or my friands anymore. 
LHM: Oh | know, and it’s|boring, too. j | 
vm also interested in showing some of the nnexe, gender-bending| work, like the work of Allen Hori—stuff) 


lly nice “leather-, 


that you'd expect to be designed by a womman—and the work of a woman at Warne} Bros. who does some 
girl” work. Look, could we have another installment of this? I’m just really tired and rattled. 
| E: 0h, golly, | forgot it’s later ovt thera. 0K. Hey, thanks fo|mvch. Goodaight. | | 
Lum: Bye. | | 
THVRSDAY | | | | 

E: Hi, I'a calling for Lavria—if thif if still « good avahing to chat, please plve ae « call Lack, (Ki Thanks, bye. 


wo Te STR i Wentueruanntney 


| | | 4 
with tah ||P. Scott Makela: Hi. Gdil, i'm just calling on behalf of Laurie. She just crashed with Carmela) T 
and didn’t even wake up when the phone rang. She’s been up at 2 and 3 am every night. | don’t 


| 
think she'll get back to you tonight, it looks like she’s really out for the night... 


E: Hay, that’s alright. I'll talk to her tonerrow, than_ 
| PSM: OK. Well, have a nice night. Say hello to everyone there. 
| Ez 0K,|I will. Bye. | 


| 
> Se a ae al eee LHM: Hi. Do you want to talk now? Are you ready? 


E: Yas, as ready as I'll ever be. 0K, here goas: In the intaryiew at Cranbrook | 
[Emigra No. If), yov mantionad a reaction against making really complex 

| massages and a reiven to direct, and) what yov tera “flat-looted,” almost | 

| Modernist work. Ara yov still working toward that? Do you Pind your | 


| work more somber or sober now? 
| LHM: | really do stil] feel exactly the same way as | did then 


| except | find that {he very simple, “flatrfooted” approach can Horder on being unin- 
teresting. I’m aware of that and surround myself with people in the studio who takel 
very different approaches to their work, so as to keep a balance of sorts. | keep ‘te 
“baseline” of things fairly simple, so that to the right or|the left of what wetrel 
doing, there is a simplicity; no frills, notia lot of tricks going on. 
‘Audiences are so varied|and there’s so much complex information— 

the Walker programming runs the gambit from the most ectentric and difficult to| 


fun family programming. | feel that having a common language, a simple language 
of few words, is a good approach to Working on these projects. | let the adjunct 
designers fill in all the gaps or “dialects.” | 

Scbtt’s challenge is to lay in so much, it then! becomes a matterlof 
when to decide it’} time to stop: exactly how much stuff to put over one word before 
you can’t see the word anymore? | work in precisely the oppo site manner, | alw sys 
think about a way |to/consolidate information or simplify and direct it so it appe. 


Ts 
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| | 
hat there’: thing to wade through to get to the information. Clarity is | 
jabsolutely part of my job. | | | 
y| challenge is to do that and still make it warthwhile. There are, 


kimes when a piece js probably less exciting; it might not be| the most brillian 
thing, visually. So when it works, the briflidnce is that you ca | jake it work. | don’t 

Aa possibly do that,| 
since we live ina completely different ‘orld, a different context. The meaning o 


simplicity now and its meaning in terms of Modernismiare vely titferent: 


| 
hink about it in terms of “Oh, it’s back to Modernism.” | cou 


| don’t put Modernist restrictions on myself, saying “Oh this is 
jel 

he appropriate ps ace” or “The type| must line up in this| particular way,” for 
| 

instance—those are|not my rules. But, yes, my answer to your question still 


emains the same. 


_LHM: Obviously everything is a choice, whether | make something 
a little bit biggeror| not, which typeface)! choose and so fort} 
doing my best, alll those little choices adi up to something that has finesse and 


| 
E: Evan so, yoir most simple piadas still do have your “handwriting” 
be - When I’m reall 


ome kind of beauty or provocation. When jit’s all working, | hope it conveys some 
hing about my persomality as well. 
The Modernist aesthetic goal was to be CCEA and interna 
jonal—I hope tha! y simple choices are not completely “obedient” choices,| 
hich | don’t think they are. But they can be mistaken for that. 
The designers who|work in the world of complexity and 
ayering and density are on the other end of “almost ts.” Itfs almost a mess, it’s 
almost incoherent it’s almost dumb. Scott works on that edge-it’s so extreme. | 
hink my choices of simplicity and|his choices of complexity are equally, 
extreme—we are both working on the edge of making t lige really dull or 
nsanely incoherent. 
| | think that’s why | love living with his aesthetic; we both learn 
______| b jot-from each other's “side of the mountain,” so to-speak.|It always amazes me—|—____ 
hat we tread such Sues paths. Sometimes | think we can ido it because we live, 


i 
e part of what | love about design is something he can pla: 


together, and that t 
off. And he’s amazed iat the fetish for detail | have—he admires he different qual 
ties in my process. We learn from each/ other. | 


\t comes down to how we like to spend out time alone. With 
cott, the CD ROM’s aie the stereo is blaring, cables are everywhere, Carmela’: 
in the background and there’s a friend on the phone-that’s his idea of a reall 
great hour. «avens) |For me, | like a dari fened room with only one thing in front o | 


me to think about. Haw | like to spend my time gets translated into my work. 
| 


| 
| | 
| | 

I | 


Emigra: Is this your first interview? 

Somi Kim: The first one that will be read | 

Ez Really? | 

SK: Barbara Glauber and I appear in a sidebar in the August ‘93 issue of 

How magazine. We were| interviewed by Juanita Dugdale (of Two Twelve Associates) for her arti 
cle on “virtual corporations” because of our bi¢oastal collaboration designing the ‘93-95 CalArts) 
catalog. We sent digital files back and forth via modem, FedEx and fax. and we spent brief 


sojourns in each others’ studios throughout the duration of the project. Theoretically we could 
have worked entirely ‘over the lines,” but we valued our concentrated hands-on work sessions and 
the opportunity to visit each other. | 


FE: Now, with that particular project, | have a hard ting 


figuring ovt exactly whe did what | 
5K; I'm glad you say that, because we feel very strongly that it's difficult to 
claim individual authorship for any single part of it, I think that collaboration. in the best cir 
cumstances. can really strengthen work. And we've just been notified by CalArts that we will 
design the next catalag as well | 


E: A good collaboration raally “aixas it vp" ina nica way. tand to rn throvgh|the sane rapartoire of devicar and 
tricks avery tina | sit down to design something. The most fun is to work with someone whe has an entirely 
differant working procass and who likas na anovgh to look at a move | just|mqda and say, “That looks really bad” 
and you both duke it ovt from there. 


sk; YEAH, LIKE A FRIEND WHO WILL| TELL YOU SOMETHING'S STUCK BETWEEN YOUR TEETH. 


F=f covrea, thera are aannars and etiquette to working with somapne -. 

'5K:|And there's ego, too. 

E: Yeah. So, anyway, what did yov do before grad school? 

SK: I was living in New York and working at Ballantine books. a division of Random House. I was the copy editing manager for 
their mass market book list. So, I have pretty good spelling skills! I love books. I love reading and the thought of somehow getting to work with books 
was a dream of mine. I didn’t realize what that meant, dealing with mass-marketed books as opposed to what one would normally choose to read. Not 
that some of the books weren't interesting, but the job had become more about schedules. deadlines and cracking the whip over editors. freelance, 
copy editors and proofreaders. It was quite a learning experience. My hours haven't changed since then either~I think I still work the same hours 
now~so-at least there's some consistency In-my tite: ial imal ie 

E; | know! I'm a slacker compared to yoy. 
Se, did you stvdy dasign in school? 
SK: No, I went to Harvard College and majored in visual and environmental studies, with a concentration in printmaking 
E: You ware a salf-tavght designer bafore attending (alAris? 

5K:/I didn’t do any design other than elaborate cards|at major holidays. That was the full extent of my design and typography 
experience. A freshman seminar taught by Janet Abramowicz on “The Artist and the Printed Book” stimulated my interest in/the book as beautiful 
object by introducing |me to the incredible collection of historic books and artists’ books at Havard’s Houghton Library, Still, it was a long time 
before I even thought about doing typography. For|my senior thesis project. | made a folio of Wallace| Stevens poems. Six Anecdores, illustrated by 
abstract woodcuts with the text printed on letterpress. Setting metal type at 3 a.m. at the Bow & Arrow Press-that was my initial foray into typography. 

E: How did you happan to go to CalArts} 

Sk:|I needed a change and I wanted to return fo a visual field. maybe something related to work I'd been doing as an undergrad, 

| At the time. I was vacillating about what I should do next because I felt a little stuck. I told my friend and former teacher Janet Abramowicz that I was 


| considering going into graphic design. even though\I wasn't exactly sure what that would entail. Janet introduced me to Katy| Homans. who advised me 
to apply to CalArts or RISD. Katy had been a classmate of Lorraine Wild. who is now a ReVerb partner and CalArts instructor, and was at that time the 
director of the graphic design program at CalArts, Since I had always dreamed of moving to California, CalArts attracted) 

me. And it helped that a good friend was currently enrolled in the Experimental Animation Program) there, For me. California| | 

was like Timbuktu or at least the opposite of New York. So I guess it was sart of serendipitous that Il applied to CalArts. 


is so allvring and glanqravs! Siill is for maz palm trees, the beach and 
every single day is beaviiN\l. And | don't hava te do anything more than 


E: Galifornia’s a pretty mythological place Iist the idaa of “California i} 
pay rant to ba “California Dreamin 

SK: And very different from {he Northeast! Anyway. I met with Lorraine and was accepted into the pro 
gram at CalArts, My first year was extremely difficult but rewarding. It was a painful transition to leave a position with a lot! 


of responsibility that I felt confident about and to enter unknown territory with no traditional design training and no design| 


production skills. The CalArts Mac lab in ‘87-88 consisted of SEs only-I think the two Mac IIs came later-and most students! 
would generate type that would then be manipulated on the stat camera or photocopier. I remember using a glue stick and) 
Ed Fella introducing me to the hand waxer. I don’t remember when things really started to register, but it was sometime in| | 
the second semester of my first year when I thought to myself. “I'm going fo survivel” Having a strong literary background) 


(as7s) 


made up for those technital deficiencies in the end. I'm really glad I went td CalArts. It was one of the few places that would have accepted me at the 
graduate level without prior design experience. 

E: Which makey for a really interesting mix of people to stvdy with, too. 
[Each class hes ity que particular “chenistry,” « nicro-conavalty of writers, photographers, painters; sparonad designers 


and people fresh fron vndargrad datign schools, thrown together by the Ivck of the draw for two years. Plus, being 


|*marconed” in a subvtb 20 niles from L-A.,|we had nothing batiar to do |!) than spend a lot of tine working and socializing 
| with «ach othep. | became qvite close to ny eiareaaiee aod raly on than still for inspiration and ari/deasign banter] 
V've heard rimors that whan stvdants gradvata, thay can look forward to bacoming part of the WalArts Mafia” 
SK: That has such negative connotations! 
E: Wall, I'd like to start a “Dasign bang” or sone sort of "“vrban dasign ‘crime’ squad.” 
The article you wrote with your sister, Sojin, in Lift F Separate,” “Typecast: meaning, cvltvre, and identity 
in the alphabet onala: [which came first?)," briafly tovches on gang graffiti latterforas, as wall as 
ether yernacvlar streat signage in tha naighborhoods of LA. You and your sister maka so many 

wendarfvl points in that piace and, of covrse, raised questions dear to my heart, too. 

5k: Sojin and I felt like we could never finish the article with as much depth and breadth as we wanted to. within that time} 
frame. And we opened about twenty-five cans of worms that we weren't able to address. not being linguists or familiar with certain cultures that 
we were discussing. We Want to build upon that introduction with further research and locate ¢ross-cultural mimicry among writing systems out 
‘Side of the Western context 

E- It struck me that the signage and graffiti yov discyssed and photographed might ba one of the ofly areas of design 
[not te pvt valve or hierarchy on “high and low’—I'll vse the same disclaimer that you vse in your article], in which 
evitvral, ragional or societal differences might still be seah. I'm curiovs if you think there can be “eviiveal” and “regional” 
differences }n design, or has the wbrld just bacona so small that the idea of “regional” has caased to exist? 
When I think abovt Print's regional design anaval, tha only big differences | saa in the work from differant parts 
of the covntry ara pratty svparficial, lika a cowboy to signify ‘The Wast” and so forth. 
SK: Well, I think it really does depend on your perspective and this is deeply rgoted in your early experiences. where you grew 

up. the “physical specificity” of the part of the country you live in. your family background. and so| forth. The climate, topography. means of econom} 


}c production, indigenous foods. history and mythology of a region form the filter through which you view the world. Regional divisions such a3 


Northeast.” “Southwest.” /Midwest.” “Mid-Atlanti¢” are very general. encompassing many discrete “subregions.” yet there still is a heed to perpetuate dis 
tinctions and identify regional phenomena-Southern Gothic, Northwest Noire, etc, even though, the physical isolation that originated the idea of 
Fegionalism no longer exists in most of this country. Regional expressions get reduced into styles that are appropriated by the general public. There 
definitely is a tendency for an overall evening out or homogeneity of published design, what with the rapidity of information exchange and almost 
instant accessibility of wark that in the past might not have been seen by a wide audience. But hdw Js that sameness perceived by the individuals in 
their respective regions? How is your personal aesthetic informed by the food you were weaned |on? And what is particularly Southern Californian 
about the CalArts design program whose faculty have come from the Midwest and Northeast and South? 

| \Also, the idea of regionalism or cultural difference 13 a little bit tricky now, because of an ongoing reevaluation of modes of 
cultural criticism used by ethnographers and anthropologists. Even the terms “appropriation” or “culture” have come into question, There’s an 
insightful chapter entitled “Border Crossings” by Renato Rosaldo (from his book Cvlsvre B Truth The Remaking of Social Analysis) that 
describes the tendency for a dominant group. ¢.g.. the North American upper middle class. 10 view itself as culturally invisible and to emphasize 
Kifference as indicative Of “culture” The amount of “culture” possessed by a group was often previously measured relative to the so-called “post; 
cultural” position (higratchically superior) of the social analyst, Anthropologists used to seek out difference from a position of self perceived invis 
{bility. Now the emphasis 1s shifting to examination of the border zones between communities and away from the idea of authentic or pure 
putonomous cultural Units. I see an interesting correlation to the shif{ from Modernist design practice with its belief ih 4 universal absolute, 3 
reductive essence of Visual communication. The Modernist design environment was the material expression of the “culturally invisible” dominant 
position. Typography was valued for its invisibility and the noticeably different was considered no} design, perhaps a (quote unquote) vernacu 


Jar expression that was quaint as long as it knew its place outside “real design. The borderland, of what is recognized as design (by whom?) has 
| 


turned into a sprawling suburb around multiple centers that in turn emulate and reject it / 

| E: De yo consider yourself bal re Ll | | | is 
@ person of color? been to Korea. Both of my parents were born \ 

| 5k: You know, I do, but | there and lived through massive changes — 

With an asterisk. That term 1s so politicized and cease FRGE STFEALSIE A RLIADENS FF toa ORET FS brought about by World War II and the division 

4s used to build coalitions among diverse groups AEF ON GES SESE af | nto North and South Kotea. I feel a real need 

that may have very little in common except that to go see my parents] country sometime soon, 

they are not white and most of their countries, hopefully accompanied by them 


were colonized by white people. One could go I was born in Seattle but 


‘on and on..It has asso¢iations of disenfranchise grew up in Washington. D.C. in a very middle 


ment and emphasizes physical appearance, The tlass neighborhood. My family lived in 


category “Asian American and Pacific Islander” Singapore before and after 1 was born with a 


js also way too broad. Yet I recognize the value brief stint in England before moving back to 


fof building those coalitions. I am a Korean the States. While I wab growing up. my parents 


American and identify|with that segment of the made a conscious effort to speak to us only 


population. despite the fact that I have never, an English. 


* 
LIFT SEPARATE: GRAPHIC DESIGN AND THE cvere 
WHOTTE VERNACULAR, edited by Barbara Gloube 


Center of Desian and Trpegraphy at 


A PERSONAL AESTHETIC CAN BE 
| VERY COMPLEX AND ECLECTIC 
| | AND  UNPALATABLE_ TO 


Ez Is that common practice for recast imaigranist a > OTHERS. 
5K:|Well. they aren't recent immigrants. My parents! 3 


kame to the US. right| after World War II, in the late forties when few, | 
Koreans immigrated here| largely due to the strict immigration laws. Most] | | 
| Korean Americans cdmé after the 1965 Immigration Act and most) 
Korean Americans younger than us are bilingual. There were studies in| 
the fifties and sixties that said that children brought up bilingually had a | 
slower start. I think that my upbringing has a It to do with my interests, 


y work. 


| 

Jn language. communitation and cultural differences. And these interests) | 
have really informed | 

I an also intrigued by the unusual use of language. | | 

that one sees in signage | land packaging from other countries. There’s a | 


ertain charm, a kitsch kind of charm. in the malapropisms or “misuses"| 


of language on labels |and such from other countries. I like to think I'm] .t 
Jooking-at-such-things no} from_a-dominant-cultural position—“They-don J reventty-acked-her-th define for-me the differ 
now their grammart—but instead. with a fohdness that comes from) lence: Between being’a folklorist or anthropolel 
being a child of parents harniin enaihencountraose language I don't| EistoShe taldime the latter-often‘tends toi focds 


speak. Susan Parr (ReVerb partner) brought a pudding label back from) | fon systems: kinship, political. and other systems 


p press check in Kyoto thet reads “ear Twis|puborNG WHETWeR YoU LIKE IT ind. Row thersyetems srel structured’ Follloristk 


t's not just the humorous usages that I enjoy-sometimes unexpected lenetaretethnuerache ts prelmoreanterestedith 


| 
feompina ions Cucon Enis olordsere\lseirociey | the creative expressions of those systems. This 1s 


| EM J label ¢ handkerchief 
y sister, Jan, sant ma a label froma handkerchi« . h 
nade in Japan that reads “Tissvas of Kitten.” Such an frhere Solin’s and my interests intersect-whic i 


evotalive aad beavtifil phere! |B really nice way to collaborate, to find someane 


5K: Tm not a linguist, bu I find t fascinating tha | Who works in a different field, but whose inter 

the structure of @ langupge and the actual visual form it takes when) | its ere strongly altered with your own. We are 

Written has a very strone| tie to the way you A information. I spoke) both fascinated by language. storytelling, and dif 
fo my sister recently pbout the ways language is used by people who| fever kinds of narratives. | 

| don't speak that language and she said that jit has been observed at | I'd)love to collaborate with 
Japan-that- the way tHe English tanguage tooks visually ts sometimes-more-important-than what other sister. too. who is.a violinist and lives 


Jt says. So it’s not always en Unintentional misuse of a word or phrase: iptead. themmord or sertean (a NeW, Nerke Weiall:shaie\a very strong interest 


bf words looks good! There's also the Japanese| use of English “loanwords” that assume new, }” books from early in olir lives and we always 
felt it would be wonderful (and difficult!) to| 


Ppecones in their new context. I find that when I look at pieces that I) en t read. I can admire 


them purely for their ormal qualities, the intriages that the letterforms possess. (But of course, Write a children’s book of the caliber of the ones 
T always think. gosh. haw can you ever learn to read that?) Non Western letterforms really We have always admired) 
btrike a chord with me and my interest in the visual form of language. the f different ways we per: | Another project I'd like to 


eive things based on/the way they look. I try to } hranélate this appreciatign of the purely visual work on with Sojin and Lisa Nugent (a ReVerb 
nto my work. as well, Along with communicating) linformationstihope 0 engage the viewer on a partner) involves cataloging food type. Sojin has 
isualllevell/Alpersanal edthelte’cani He'¥ery|cofipleviand eclectic ard Unpalatable to others) een studying “foodways' lately and we would like 
hat criteria can we is to evaluate an aesthetic? | fo write something together about food and 
1 often wonder what the kyritax of a language doe} ta the way you organize Hesign. Lisa and I plan to add a “food type” cate 
ind digest information. In Korean (among otfier languages) the subjest + verb occurs last, pre) BOTY 10 the slide archiye we've been working on} 
eded by all the requisite qualifications and Mdesteiptions: Gender and thé prevalent use of the the type that's used to|mark meat and food pack: 
~pbjuncive tense in om ages must al ffect perception. In Korean there are two Pe!n& or tetrerforms made our of food=some of 


humbering systems: Sing-Korean, based on Chinese numbers. and Kofean. The “counters” are these are terrifically beautiful. Our slides include 


ike suffixes that are déded to the noun being counted and are dependi niton whatlthat noun is} fusouca and contemporary examples of typogra 
the shape of an object. animals. and humans would have different counte! js. There is even a spe! phy from the massive ReVerb library and 

ial counter for leaves. Which includes tree leaves. paper, and tickets. Soin has been trying to ephemera collections, end the stuff we see on the 
boas Korean and she told me that time is told| with hours in one numbering system and minted streets while we're driving to work, We show these 
in another. I can't fathom what all of these things|must do to the way ydu perceive meanings and, slides in our classes, t00. fo introduce our students 
t, n¢ about telephones in f0 the many resources available for looking at 
(China and was struck by/the description of the way residential numbers are listed in the phone esign apart from current design annuals. 


words. I just read an article in the New York Times Sunday maga 


ook: the surnames gre| ordered by the number of brush strokes used in the character. And | E: Hew did gee cone about? 
buildings in Korea are numbered chronologically rather than sequentially. Numerology, color | 
symbolism, and methads|of divination such as |tehg shui play large roles in daily decision mak: jne a studio space in the Desmond's building and 


ing. purchasing. and architecture in many Eastven counties: Y mvennioussabeut how graphic asked Lorraine Wild if she would like to share the 


K: Whitney Lowe was Tent 


design might be atfected. la space. For atime theylrah their own separate 
| 


= say. I ‘ong desire to learn ani 
Korean. I also believe living i in LA, that Spanish i$ a necessity. So many 


er Lan 
things are bilingual here Parr. who worked with aiecraineroninumnercce| 

and I feel like if only I turned sideways. I would understand! | | | projects after her arrival from New York in 1989. 

} Pa Me rele The only Sheers HIh cena dy ENE valle ereyere | In November 1990, Lisa and I moved in: Lisa 

| from these dopay fanel billboards. | Nugent was working with Lorraine and Susan on 


ze) especially design businesses from there. Next came Susan 


It's interesting that you worked on “Typecast” with your sister. I've 


th ay sisters on projects and there's a dolderM tatinacy he book Standing ih she Tempart: Painters 


in the working world| So avch goes vaspokan becavse you jof the Hungarian Avant-Garde, 1908-1930, 


collaborated wi 
that is trly rere 
GE eos Bee ae scdetees nd I was working onlan|identity for a law firm 

collaborators, might sot tell me if something is stvck betwaan my taath because | 

| es Re Sher soaeikiae ee Sree ope ae eco ==) With Lisa and Whitney, Lisa and I had been friends 

De you think yovtwe might be the next Sisters Way or Les|H4rmanas (Las Sis?) or a few years: we had Been paired at random) to 


| Hernader? Are yov thinking of doing any nore collaborations with Sepia? Work on a charette projett while we were grad 


students at CalArts and had worked together on| a 
sect. Sojin is working jon] a Ph.D. in folklore at|UCLA and is teaching a ¢ourse in Asian American yearbook for the FEDERATION INTERNATIONALE 


5K:|I would love to. I think that it’s really exciting, bécause our fields inter. 


family & culture and the teaching assistant for another course at UC Riverside, JE VOLLEY-BALL just por to moving into the| 
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Junior Arts Center Gallery 
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ofica, Museum of Art 
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‘studio. Through the next couple at years we dicoved ara of us had &n affinity for working as an| sibilities and interests, 
50 we started to move toward making the collaboration official. In January 1993. ReVerb became|a partnership with an officip! DBA and federal tax 
1.D. number. We are five equal partners but do|not all work on every project. Some projects are managed by one person and|worked on by several; 
some are worked on singly. But there’s always| feedback from the group and the flexibility to draw upon each person's different experience. For 
example. Whitney started out in architecture schobl but then enrolled at Art Center in graphic design and packaging. When signage projects come, 
through the studio, he invariably gets consulted f not roped into working on them. Recently we moved to a whole floor in the same building and have 
2 lot more elbow room | 
E- What does “KeVerb” mean? 

| SK: “ReVerb” comes from the Latin “res et verba.] things and words. and reflects our desire to combine form and meaning, 
multiple sources. and the particular energy of| collaboration. (There's also the musical connotation of an electronic echo effect.) We also try to 
extend the collaboration beyond the studio and bring outside influences in{o the studio. Currently, Rick Vermeulen of Hard Werken is sharing space 
fat ReVerb and pursuing his own work. as well as work with ReVerb: Chris Haaga was working with Rick and ReVerb over the summer and just left 
to join Henk Elenga in Rotterdam. Andrea Fella has been at ReVerb since 1991 and has participated on various ReVerb projects. This past sum) 
mer, students from Cranbrook, CalArts and Otis were working on various projects as freelancers or interns. We collaborated with Miyoshi Barosh, 
the editor of Now Téme|magazineto produce three issues. And I hope to continue working on| occasional projects with, Barbara Glauber. | 

A five-person partnership is like a hydra, really top-heavy. (AND IF YOU) LOOK AT IT, YOU TURN TO STONE!) 
In a collaborative partnership like this. there's |always going to be 4 certain amount of tension. because five egos are 
involved, You can’t please everybody, and we aren't interested in creative consensus or compromise. But it brings out the best 
tn each person. too. and I think the work can be pushed further with the end result stronger than any one of us could have) 
broduced alone. Each| person brings a different Hackground and expertise to the partnership, and|there’s always a way for 
these things to play themselves out in the work. 
| E: What are yov working) oh now? 

Sk: I'm working on a recruitment poster for Olis College of Art and Design with Lisa. Susan and 
Whitney: a book of ayantigarde screen writings for the University of California Press with Lorraine: a project for a design 
Seminar at the Schoo} of the Art Institute of Chicago that I'm co-tea¢hing with Anne Burdick) and Barbara Glauber: and 
@alArts Gvrrent (newsletter) is about to kick in| Lisa Is sending off the last few boards of the|Ot/s catalog this week. Plus ow 
there are longer term, angoing projects. such|as|identities for a Xerox product and the Electric Trolleybus Demonstration) 
Project (LA and Long Beach). And Lisa and J/are teaching a class at Otis-this will be the second year-called “Typography| 
land the Computer.” The second semester is devoted to designing an abbreviated typeface. starting with sketches and executed] 


in Fontographer. There really isn't enough time|to do more than 26 characters, figures. and essential punctuation. 


E: Do you hava the stvdents start with/an axisting face or do thay bagin with original drawings? 
Thera’s a peculiar sameness about the faces that are derived from existing typefaces 


SK: Yes, well. there's only so much you can do to them: lop off serifs. add $erifs. or distort them) in) 
pome way, but often {he| source can still be identified. Beginning with an] existing typeface might help you understand the| 


Structure of a particular font. We prefer to have the students start from scr 
| | i 
existing typefaces and|came up with interesting solutions. But the hybrid| forms that arose out of i students’ combinations, 


scratch. although a couple of students did start from 
of objects and type or formal aspects of other writing systems were more interesting | 
Ee Dasit yoy dnsiga =liypatane =rllnd “Fugit” Vibisk I kay paris of it or really, “Bug-Parts!” 
Sk: It was “Cooper Bug.” derived from Cooper Black Wctually, Vonly didi ihe busjetuation marks. Tt wad to | 
dnject some bugginess into an interview with an entomologist that I designed|for the “Nature” issue of [Now Time. Cooper Black’ 
Js kind of antlike at smaller point sizes. I'd love i have more time to really sit down and design a typeface. I really admire Barry 


Deck for designing typefaces and other things as well. Type design and graphic design shouldn't be ah either/or situation. 


Vn wondaring, since this is Belles ei tecreres chen | aby rer Pee Slo eerie 


te dasign <novgh— 


hing without formal dartga t training? Is going thravgh = grad progr 
it gives one the credentials, but ara wa just going to tvry ovt stvdants with rome of the sana 
| gape in thatr advcation that wa baie And what ara your thoughts on taaching type dasign 


| withovt having ever created a fvll type Hennes 


SK: What constitutes formal design training? Historically there was an emphasis on technical skill with the 


i 
inductive approach of years of plaka and Eurocentric design tenets. Anothet approach is more deductive depending more|on| OB2 


the individual's resporise to design. Probably both approaches have equal sccesses and failures. Toone to design with formal, 
sensibilities developed ring a thorough liberl arts education wath many fourses taken im studio art and ort history to fulfill 
{ny major. The education { received at CalArts introduced me to design discourses (note plural) and showed me how to connect) 
what I had brought with me to what I would embark on when I left, In the context of 2 computer typography class (as 
bpposed to a hand:-lettering class. although I did d4 my time with plaka af CalArts). 'm confident of the combined effect of my 
technical abilities. my ability to evaluate work. and the working methods we try to instill in our students through projects that 
balance formal exercises|with concept-driven solutions. We try to consider what Imre Reiner wrote in 1946-he was a Swiss 
typographer and artist whose work I often look to for inspiration—"Tea ni of the future professianal generation would do 
well to ask themselves these important questions: What is the future development of our ‘objectivity’ to be? Will it become some 


=: 
plified? In the end, all work is fruitful only if if 15 creative and releases in ifs course new forces, yet it must be unfettered and 


| 
Our class is an introductign to typography in a digital environment: we see our work with the students|in Fontographer as a ‘a 
| 


of concentrated simplicity? And what will Ultimately be left for simplification. when everything has been thoroughly sim: carre ve_ ns 
I 
‘capable of change and of transformation.” 


ical continuation of their sophomore type class that teaches hand lettering|with plaka and brush) work. When a student is confronted with the exi; 
gencies of each character and combination of characters, s/he 1s better able to understand the technical and formal aipectod of creating letterforms. 
f 


| 


Whether by brush or by mouse. Although we haven't created a complete typeface from scratch. we ate currently using Fontographer to digitize fonts 
}het/den't exisven|theltae ahd we Reve oflen|trented|custorn leiterforms dor logos or logotypes Retently we added diacritical marks to a font that 
had none in order to yse it in a bilingual project. I want to work on an ariginal font with my friend Gino Lee of Harvard's Bow 8 Arrow Press. who is 


fa type designer and has done work for Adobe. | | | 


E: You spoke agrliar abovt you and your sister baing fase | 


inated by langvaga, storytelling, and different kinds of 


narratives. And when I worked at your office, yov and Lisa were corresponding with William Gibson. You seem to draw a 
lot of inspiration for your work from books. | 


SK: Lisa and I are science fiction fans. not in a hard- 
Hiophile and enjoy looking at old design books. periodicals and type spec Books. I'm fascinated by their construction and design, their content and style, 


re way, but we both really enjoy William Gibsan’s work. I'm a huge bib» 
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ive strategies translate into talking about typography and conventions of 


on a page 


an | first saw the 
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rahi vp the idea of narrative, bacavse (wl 
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vetvred the book's domtants. It looked Ii 


<r playful constrvcti 


ly vaderstandable [and delightfvl|—a rat 


i: With the LAX catalog. wel were addressing how you can tie very different 
There were eight venu 
Ani 


rew Bush to shoot eath yenue from the inside 


lions and the figurative intersections of the individ 
Ez Kind of an art 


al galleries’ shows. 
world Thomas Wide_ 


log was dasigned for 
in and evitvral insthiviioas. I wovld iaagise that most of your 
and thar you woul: 
cal” problens of thif aatvre and hew d 


lo you rn into “polit 


5k: 


i ; 
compete. I'd like to think that we're still able to maintain a supportive relationship with whomev: 


tn not trying for a job 


just because you're afraid of stepping on toes. I like the fact that there's a 


as jwell. I'm also a fan and student of film. I'm interested in how a narrative i 


ka it would be a monstrovs job to fit toget 


spaces and art inte one cohesive Fees Bui the catalog and 


for the exhibition and we took the topography 
fb car. In LA everybody drives (or rides) everywhe 
to have the photos shot {rom the perspective of a passenger or driver. We also 


art institvilorin fact, most of the praje. 
tovets <oapete wit 


Actually we don't compete with our friends as often as one would expect 


‘structured and how to convey a story to anoth) 


|literacy-how we've been trained. what's embedde 


txhibition catalog, LAX: The Los Angeles 
L0$ ANGELES], I was ee by the way 
er svch wildly 
the accompanying |map/postar ara ro 
aind|* 
places together, places that 


fos, with “narrative” plot.” 
re geographically and 
of LA as the basis for our design. even commis} 
e. even if it’s only two 


played off the idea of intersections, both the lit- 


cts ReVarb chooses to do ara for 
fel ads share similar, [sensibilities and 


<< of your triandr|ter rexe-work.—} 


rov reconcile that? 


jot all of our work is LA-based. But when we do 
, No matter who gets the project. there's no poin 
00) 


same projects. In that way. work is kept fresh and won't always turn outjin 


5K: It varies from project to project. In an ideal wor! 


‘ork that is directed tp an extremely limited audience and other work to a 


i 
ecause you're better able to identify their needs and anticipate their response. 
[outs . 
TThe Electric Trolleybus Demonstration Project (for which we're designing the 
i 
ion) poses the challenge of a large. diverse audience: riders, nonriders. the client. the client’s client, 


nd Long Beach are v 
vironment without being able to apply changes throughout is a complex 
E= Didn't Lorr. 


nq werk tor Massine Vignelli’s stvdiet I wavl 


thar yev covld “butld” en his d 
K: Lorraine worked for Vignelli in the seventies—twe: 
ff them worked on aignage packages. We respect the information design tha 
time. We're certainly n 


1 frying fo reinvent the wheel ( plenty of those in 
| | 

fas extensive as the subway or bus system for ani entire city. The issues confr 
fone tried-and-true uni ae system, if such a thing can exist in the nineties, 
EI 


K:| By saying “inject style? you seem to be separating 


it possible to inject style into a projec 


taken care of. We do 


convinced of the validity f f the formal moves. whith by their difference mal 


Foie ite 


Beth ce avch as possible, to have my work 
is the 


that will 


| one’s work 


Sk: 


ary thing date ay work. Do you 


aie the more 


Do you really think this is a problem? 


FRAME THAT 


E: Wall, looking 


TI 4 E 
ieoaeiRing like 

“grunge” desig! = going to be so Hye minvies ago soon 
eabitgeliys hes taih 
| 5K: Things just seem to be dated faster and faster. I 
Jook at things I've done 4nd they do look dated: they represent phases I 
went through while trying to figure things out, like a typeface that really 


we been drassing “grunge” for years? 


caught my fancy for about four months. And even now. at ReVerb, when a 
pew typeface enters the studio, we really jump on|it and apply it in a lor 
of different pieces and various ways. Later. when|we'll look at it. we're 
lable to say “Oh, that’s when we were interested in doing such-and-such 
‘at precisely that moment” 


E: So you Faq this as marking a monant ono 


hore parsonal timeline? 
| 5K: Yes. | remember being really enamored of 
tMule-shoe” and now|when I look back. I think, omigod, what was I 


| 
lHoing? But I think you're right about being on al personal timeline. E 
ella once told me that|a particular move I|had made in one of m 
designs was passé. but since I. myself. had Ba that particular ges 


ture, it couldn't really |be|passé. could it? I think you have to go through 


| 
certain formal moves just to get them out of your stem, Of course, look 


a what's coming around |again-things that were passé ten years ago are 
| EI 


just the Neatly tor that phanonenoa. 


ane. l'n svre ay mon has 


K: To get back to your jae starting of a design 


an entity called “Design 


gang, Barbara and I have been thinking abou 
ably a female organization with certain accou; 


Scouts.” We see it as prol 


E: Whe de yov like to design for? Hal 


ry diverse, so clarifying the information in a very me multi-operational (hot 


aft the graphic identity to have a personality. Our proposed logo looks vety different from what's cur 


ima- or momant—| bevad it becomes? 


| 
(WOULD EXPECT 
ARKET- DIRECTED WORK IS OPERATING IN. 


of people out there competing for some of th 
2 certain way. | 
ld. I'd like to be able fo 


yery broad audience. It can be fun to design for|a circumscribed audience 
| 


juggle different kinds of projects, to have some 


graphic identity and sei way-finding informa 
city politicians. The affected communities in LA 
all bus stops are only for city-run buses) transit 
roblem. 


think that ha hag pi 
scovartas tor thts projec 


ished information “to the max," 


design 


ty years ago—and Whitney also worked for him in|the mid-eighties. Both, 


he's done but recognize }t as very much a product|of a specific place and 


nor is the scope of the Electric Trolleybus Demonstration Project anything 


nting us in this project are particularly site-specific and not reducible to 
in the U.., particularly in Los Angeles. 

that has to reach svch a broad avdieaca? 
tyle from design or implying that style gets added after the essentials are 
ently in use and we're 
disconcert those wha have preconceived ideas a transit logos. 


ake a strong personal statement, byt | yonder if that 
Aisk that the more personal and idiosyncratic 


IT TO BE OUTSIDE OF THE 


ements Smee from the Girl Scouts, such as nifty badges for 
ccomplishments. There could be a tiling badge for the most pages tiled 
Isp. along the lines of alternative networks on 
ganizations, was our eatlier idea for a conference called “Yucca Grada.” 
fo be held somewhere|in the desert. I even have a prototype Yucca Grada 


Jogo. We never articulgted an agenda, but felt the need to generate some 
alternative forum about design. | 


You know. I think there just was a little earthquake. 
The building just kind of shrugged a little bit. 


| |E: Wow, really?! 
SK: I think sol 


But I really love LA. 


| People look at me. especially people on 
the West Coast. and they ask. "How can you live in LA? I's so terrible there. 
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Enigra: How's your head? 
Barbara Glauber; | was just thinking|about it and while you 
jwere asking, I was reaching up to feel the Jump. I think I told everyone I talked to today, 


that I bashed my head| | 


d 


E Ow! Hay, I'm new at this interview sivtll 
Let's start with something that har cavght the attention of designers: Staves 
Heller's “Wlt of the Vgly” article in Bee magazine. What de yov think abou his 
take on “baavtifil” and “ugly” in graphic dastga? 


BG: His idea of ugly ig based on such a narrpw idea of what beau 
ity is. The stuff that|/he says about Ed Fella really makes me... well| I couldn't disagree 
with him more. Heller says, “As personal research, indeed as personal art, it can be jus+ 
tified, but as a model for commercial practice, this kind of ugliness is a dead end.” | 

It's not a model for commercial practice and Ed/never intended it to 
be. I find Ed's work really beautiful; it's darefully considered and elegant. It's the one 
thing I have hanging in my apartment that | spend quite a bit of time looking at and I 
always see different things in it. I don't think that all of Ed's work should be viewed as 
commercial, but rather as a great wealth of inspiration. He certainly inspired Vs a whole 
lot. I once did a project with George LaRou, based on a sketchbook cpllaboration that Ed! 
land Jeff Keedy did~/Black Keedy/Red Fella—did you ever see that? 

Es Ne. 

BG: Fabulous. They each {ook three pages at a time, and on the first 
page, drew in red, the next page in black, the third page in red and black. Then the 
other person drew ih the other colors on top bf those pages and set up three new pages 
The resulting drawings were so unexpected. Why does everything jin|design have to have 


a serviceable end to|be valuable? 


E: Yeah, really. Haller writes that he thinks a lot of cvrrent york is “driven by 
instinct and obscured by theory, with vglinass its foremost bypredvct.” He anes 
Keedy and Falla af axamplar of this) | wonder if at the heart of this whole 
Aubbvb about “vglinass” is that it’s difficylt to vaderstand that some designers 
somatines want to reach «smaller qvdience instead oflelarger;nore 
homogenized avdience. Ur that wa night want to push dasign to the “edge” and 
|Kbpatilly, move insets practica along? 


BG: I know. A lot of people just completely miss the point 
that there actually can be joy in doing design, pushing the boundaries and exploring 
Visual culture \ | 

New things have to happen somehow and somewhere; otherwise. 
What's the point of going on? If new design|is based on what was considered "good" in the 
past, what's the point? The models for “gopdness are inevitably going to be challenged| 
and I'm not saying that this may be for everyone or to everyone's taste. Isn't this~and | 
think this is something you were asking me-About opening up your) realm of influences 
and inspiration to other sources? I like to draw on my own personal] history, like comics 
and Letraset. I've had pxperiences common % a lot of other people,| but not everyone is 
going to respond to the same things or in the|same way I do. My work often gets labeled 
fas “cute,” but can't work be playful or funny? |To be considered serious, does it need to be 


stripped down. severe and universal? Everything would be so homogeneous 
| al 
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visual language instead of suggesting answers. You know, he talks 


mverting the masses. | Wanted to clean everything up and make it 
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lucate them, to get them to agree that wha’ 
| 

promised? It’s a con’ 

t do I do myself in, in the process? 


tant battle to prove| 


xpected to fill certain roles, dress a cer- 
come to think of it:|the mainstream’s idea| 


en though it doesnjt really represent us? 


ed to put an imag 
sume. Schiffer is a 
high’ 


| 
eboard, "low" culture | breaks into” 


e beautiful. What “What st ages is is raise questions 


we find solutions or that we actually solve 
people can see answerd in our questions. 
0 be a problem solver—solving problems 
that's much neater. Your role in societ 


e problems, but it’s not as easy if you jus 


iss Modernist melt solver and had t 
hool as an empty vessel. ready to be a cog 
tory and a lot of alee 1 was brough: 
t and Modernism| far me was just like 
long time for me to gee this in my work, 
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LIFT 6 SEPARATE. GRAPHIC DESIGN AND THE eure] 
taavire VERNACULAR, edited by Barbora Glouber. and published by The Herb 


Lubatin Study Center of Design and Typography a1 the Couper Union. 
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Fational T loved having do's and don'ts 


guish between Swiss 


really cool. 


iddle-class; 1 wanted to be part of what | perceived as cultured and elite, | was in art 


school, and since I 
of design culture 


corporate design th: 


fo 1 thought a lot alout why this happened. I thought that if you expanded the parame~ 


fers of the media, if 


bither adding a third) dimension and pursuing industrial design|or architecture. 0 


adding the element 


jnation. I had had the April Greiman cataldg for CalArtafor a white kndhad readevery4 
thing I could about the Animation department I didn't want to draw Barney th 
Dinosaur or Ninja Turtles. I wanted to make} typography move. And Lorraine Wild was| 
there~ CalArts seemed to be just the perfect place for me | 
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programs were like 
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what I thought it w: 
imagined. For one 
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thing I had ever see 
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because it all looks 
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personal expression; 
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tem of language 
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t's because it has a/ 
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There's also the culture you aspire to. I didn’t want to just be 


Hedided not to be an aftist, the least I could Holwas aim for the top 


| | | | 
After graduating, 1 worked at the Village Veit« and then did the 


ing, Eventually. typography got pretty boring! I was very analytical, 
lyou added another element, then it could be interesting That mean’ 


lof time. Adding time tp typography-that seemed like a cool combi-+ 


BG: No, I kind of migsed the boat eee Feb 


crayons, and now I'm go busy with print. And Iam doing some film 


the computer, 


o|anyway, when I gat to CalArts, I found out that design wasn’ 
hs, that it could be more interesting and condepluall than had eve 
of 


ur first projects, Som} Kim, Lisa Nugent and George LaRou had 
i 
|vae <cole over the doof at school and it was the most beautifu 


n.|The solution was 59 elegant, and its value was not in its pretti- 
retty), but in the idea. That was a real eye opener for me 


identi ee with a 
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you think about your work being 
grad school's “lock 
People say that €a' 


erent. And when it|s dompared to corporate American design, o 
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‘ork looking similar, similar gestures and go forth? But our wor! 


work is much more jintuitive than ming; mine is much more| 


don’t want to admit that, I communicate|that way. It's my sys) 


emptied of its meant 


0 “do” Ed. And you 


hether designers 


else does- 
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hat’s happening i 


pat suddenly I was 


E> You're mora intvitive than yov think, 


‘o me. CalArtians get ¢riticized for using theory and formal ana’ 
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lenging formal work, although it may be pre(ty. I'm really interes 
orm and content, whi 
ing pushing the edges 


"Dangerous Ideas” ot 
called “Aiter It’s Dat 
ing. And I think tha 


look at Rey Ova, bet 
————— puis, 
designers responsible for doing? It’s so silly 


Has anyone ever been made ill by graphic design? 
E Whar’ ‘sit like 10 work in Naw York after CalArts? | 


ff as doing the “Califprnia Thing.” Which 
worked with at CalArts were even from Palitornta: And I didnit 


japartment, move in, 
J felt pretty dysfunct! 


theygh- 
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jof this other work. | 
While I was in grad cool, my class did a protect for the Areal 


Sue LaPorte and I created a slide sequence 


ut there’s nothing beneath the surface, noth- 


nference in San Antortio, 


| 
iP tous It's Fashion.” Vistal language is so easily emptied of mean- 
it 


what scares me about Ray @va, because it's|\ CalArts typograph 


ing—it's not such a far cry from a Gap Ad. I get i little nervous when) 


| 
ause it looks like a lot|of the undergrad work 


when they were trying 
ean’ t copy Ed. 
Buk back to the contere 
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jArts-stuff-alttooks alike, but itati tooks-altke — 
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ome more experimental things with the design. At 
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ted to do something for the 


Geese for Art and Architecture ta non-pqorit 
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and it was something I 
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day. I saw a guy on the sub- 
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ned some spreads for| We got to 
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urnal. He took me to meet 


r of Storefront. It tok a long 
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one point, I had accide: 
drawn in the missin 
"Wow, that's so cool!” B 
doing the things that I 
di 
hard to justify that free s 


eccasionally feel that 
But it led to other things 
New York is a slow pr 
the commercial world 
Limit, I look wistfully 

toh, Glory Days.” The 
Problem solving is dif 


g part of it and Kyong 


ame enough to let me do- 
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tally cut a photo in 


y then, he was more into 
was horrified to do. 
id the first issue for nothing—it's 
ing. You 
have been taken advantage of 

hat paid. Getting established in 


is. Obviously, the parat 


juff, it's so time-consw 


meters of 
different—in school, the sky's the 
ry work from that period and say 
jects we did were so stimulating. 


mt in the commercial world. 


(dangerous? What are 


to attribute so much power to us. No one 


should be licensed 


ke what we do is so 


sot I felt like a real weirdo, at first. For one thing, I was written 


i really strange, since none of the people 
ven like what they 
fornia Thing.” Now I'fn proud of being inclded, ‘cuz I really like 
in Galifornia 
it was a major upheaval 


ie all my stuff that 


oming back to New York-I had to find an 
had stored all over the place, buy fork: 
onal. I had worked hete for four years be! 


jore—I'd done my time 
ack and I didn’t want to do what I had b 


er doing before. Ho 


Only me, 


times makes me i 


my designs sometimes make 
me ill and working these hours some- 
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Sonteone else has done the thinking and you have jo work off what they ye thinking about. You're 
not the originator of the project. Except in the case|of Lift and Seperate 
E: How did Lift and ae 
BG: The sum of many parts 
Ellen Lupton was the curator at the Lubalin Genter and was leaving| 
(0 go to the Cooper Hewitt. The Cooper Union wanted a Cooper i 

nit, and I was the only one who had any iMterest in the vernacular, so I inherited it) | 
biong with Ellen's grants. The grants are so well written, just beautiful. She can put into | { | 
words something ydu'te thinking about, but can't possibly articyla 


rate come about? 


culty member to wor! 


i fe. Following in her 
footsteps was a little daunting. I commissioned essays for the monograph and Connie 
olff suggested Cathy Gudis as an editorial |consultant. Cathy put together the Helt« 
Skelter catalog. Fantastic catalog. Do you know Cathy? She's sharp, really smart Ha 


did a great job editing, 


It was great to be at the|center of so many different voices in Lif 
| | m~e 

land Separate. The \esgays took on life of their own Dia og generates ideas. II 

his interview; you say “A” and it makes me think of "B.” The ideas get carried on much| | 


further than if it were just one of us. I'm lucky to know some |really smart people. I 


talked a lot with them |and they really helped to shape the book. | 
| Fo Whataes }ouwo.kiny ont | 


tieff for Michael Borkin on the Mosco eLeekwise 


fubway System. I like exhibits, I like th 


BG: I just finished ies an exhibition| project with ea 
\nvolvement with the| information, the efiitorial aspects of coming up with {ust the 


(OEs100 -ERREARA #LAVEEE.) 
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Fight way to present tt how to represent it {o people in digestible|chunks. oe 
‘m paying some bills| by doing an identity system. I have secure 
0 dig up some of my repressed skills to do thig project; it's not abohit fethinking anything So ee ann eat 


24 °H18 YOUNE RECURCS AOSTARS (87 OMMITTOOE AVEDEE F SUIEIRE.) 


{rm alo doing a catalpg and T-shirt for They Might Fe Giants. Se 
"a done some pieces Where Tisoleted all jh elements from comic all the hair, all EGGS CEH of THE F1GH am) rASYFATRE WPT eh2y Sit 
the explosions: they'ré really quite beautiful. The original project had been about 
——ihow-abstracted-mid-cpit *systems* of swopskes, speed 


Cate. They're so abstract when they're taken| out of context, but/within context, you 


poofs- can-communt-}— 


now exactly what they are, like that little squiggle on top of Chatlie Brown's head~ 
ou know it’s hair! |So| anyway, I pulled out ll the swooshes and arrows that I had 
een saving and did spme sketches with ee for the They Migh:|B« Giants T-shirt. 
t's a teen fantasy to ace on this project} Amd the more you cake bout something, 
he harder it is to ple 


re-does my client really represent the audience? What do they efpect and how can J) 


Le LY 


se yourself. I'm trying to figure out who my various audiences 


push that to different |degrees? 


“m doing a catalog with Maurice Berger, who is a cultural histor 


hea 
TL 


| | 

an. He's working on a project called “Ciphers of Identity,” about ‘typing” or stereotyp- 
| 

ing, and how these ciphers are not fixed; how they are constantly shifting and chang- 


ng. It has a ae in design. I showed him the books I have on international 


yymbols and signs and he went nuts. The huances of the fifty different symbols for a 


women's restroom—he found that so fasc: ing 
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HOW DO WE FIND THINGS LN 
THE WORKING WORLD THAT ARE | 


MEANINGFUL? _ ! love learning from the projects I take onI've built my education into my working life. Where else 1 
can we find the equivalent of the dialog we had in graduate school? How do we find things in the working world that | 
are meaningful? 

The beginning of a project is so much fun because you scribble out a lot of notes and then you pick an 

dea and work through that. Then you abandon that idea (OK, so you hate it) and start on another idea. Sometimes, by the 

Hime you meet with the client to make your presentation, you're bored by thes idea, too, but the clock’s ticking away and 

jyou have to stick with it anyway. This means that you really have to reinvest yourself in the project from a new point of 

View, to keep it fresh, which is sometimes the hardest part. You think, “This could be really OK." Or you see what the project 

really could be, its potential, but by then you've made compromises and you don’t see how it's ever going to work out. But 

iit does. Somehow. Or not. It's a very interesting process 

E: When do you evar sleap?, 

BG: All of this is not without its sacrifices. I rarely see my boyfriend, Bill-I didn’t see him the whole | 
jmonth of August. I'm so obsessive about my work-I thrive on it~I put myself in dreadful situations. | have masochistic | 
ambition, I'm so optimistic and idealistic that everything seems really interesting to me. I then have a hard time admitting 

jwhen a project has fallen apart and that I should run away 

E: You're a faacher, iso. How de yeu teach? Whai ar 

BG: | tell my students, 


your standards? 


I can't tell you what is ‘good’ and what is ‘bad.’ There aren't any rules about 
goodness.” I can show them certain aesthetic things about typography-letterspacing and kerning and that sort of thing 
They should know how to do that first. Then, they an mess it up. I just can't tell them what is “good” or “beautiful.” | 
1 often wonder about where the personal fits into design education. It may be a disservice to allow stu- 


fents to just go off and make things as personal as they'd like, I just had a student approach a project as therapy-it became 
jo hard to be objective about the work. And on the other hand, one student was so pragmatic, so bound up in all the theo- 


retical aspects of the project, that the student was unable to produce anything. Where are the boundaries, where do you 
firaw the line? Do we need the dogmatic structure? Is that disappearing? I don't think it's all so outdated, some of the 
jideas of Modernism-there’s a need for the structure behind the experimentation. Maybe the “truth” lies somewhere between 
blind devotion to Paul Rand and finding a way to include your personal experience as part of your work 


>So whal are your pei peaves? BG: Poopy Typography. And dumb quotes make me nuts, There are a lot of editorial things that designers have to Enow that wh never” 
needed to know before. Basic editing and typesetting have become the designer's responsibility. Designer should know the difference between hyphens and em dashes. 


E: Do you ever gat disillvstoned with design? BG: No. Most of my projects fall into my lap and more and more 
interesting things are coming my way. I like a variety of projects 
and I don't want to do just one kind of thing 
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Susan LaPorte: tet me anticipate your first question j 
Emigru: Fair «aovgh. What an I thinking of asking you? 
S1:|You're going to ask me about the weather. Hey! It's dampish here and the mosquitoes are pressy gnarly! 
E: Alright! 0h, I'm taping you. | 

St:/You are?! No comment. I don't have call waiting, so you won't have to worry about all those bleeps that were in the Barry 

Deck interview. Plus, f'm not that busy. 
E: We covld put then in if yoy want to. 

‘St: OK! Are we ready to start the interview? 

E: Yas. First qvastion: Did yov like working at the Walker ard de yov have any advice for the next parson? 

S1:|I did like working at the Walker, for a lot of reasons. It was a very busy yeat and | was able to work quickly through a lot of 
ideas. | find in those situations, when you're working so constantly and putting out a huge volume of work, that it builds your confidence and your 
ability to solve problems|rapidly. Throw yourself into your work and you get a lot done! Although the workload was heavy, the projects were excep~ 
tional and 1 felt lucky|to be doing such interesting work two years out of gtad school. 1 had a really intense studio experience at the Walker and am, 
quite appreciative of having had the chance tollearn from that. Not the least of it, too, was the opportunity to work with Laurle Haycock Makela, the 
Mesign director. There. aren't that many women|in positions. of power in the design community, and J enjoyed working with her_1-don‘t feel-like the 
position ! had there was|just an internship, because the level of responsibility was far greater|than that. But, you know, while I'm really glad { 
accepted the position, I don’t think I'll be taking anymore internship positions for a while! 

Most of the work I did for the Walker was low budget—the majority of the pi¢ces 1 worked on were one-color—and the challenge 
was to push these as far as possible and make them into interesting and satisfying pieces, Since the given material variables were low, the level of 
creativity needed to be higher. I'd get one color and a paper and I'd say|to myself, “Let's go to town!” Considering the current economy, I think that 
}t's good to be able to work within such strict parameters and actually thrive on it. 

A word of advice to the next intern: Throw yourself into your work. Make the position and the body of work you create some~ 
thing that you and the client are pleased with in the end. Challenge yourself, as well as the clients you collaborate with. You are there to bring in 
fresh ideas—share and be open to whatever comes your way. As an intetn, it's a given that you're not going to be making a lot of money, but you 
have a little more latifude than a regular employee. It is a wonderful opportunity to grow as a designer in an innovative environment. 

And I love Minnesota. They do talk funny here, but Minnesota J«finiraly gets the thumbs up from me| 


E: Did yev evan dp the Mary Tyler Mopre “Hat Toss” in front of Dayton’s? 
S1:|No, but 1 do hum the theme when I'm walking around the lakes 


E: Walker Ari Caster design, for as long as lan reneaber, has bean a 


7X5 
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powsrlvl and inflvential prasance in the Iwin Cities. How has your work, 


which is pretty idiesyacratic and personal, been received iste the 
Walker canon and the commy 


ty at larga? 
Si:|The Walker is trying to g¢t away from the high-end-Modernist-Univers-Bold 
look” that has been the dominant style at the Walker during and shortly after the Friedman years. 1 


think the community has perhaps felt for a while that the Museum was, How can I say this—“speaking 


8 little above them”—directing the programs at the Museum to one specifi¢ gtoup. A lot of museums are 
Starting to realize that the old one-size-fits-all philosophy is just not relevant anymore. It’s not pe! 

Nnent; the world is changing so quickly now. inst jutions need to be much more flexible and inclusfve 
than they used to be. And with current budget ¢utbacks in the arts, these art and cultural institut y 


fre really feeling the need to draw the public in fof their very survival— thefe institutions have hat! t 
start listening to and bpening up an inviting dialog with many fees communities. f 

The new director at the Walker, Kathy Halbreich, is trying to reach a more diverse 
audience with a variety of programming and exhibits. And the Design Department is trying to reflect 
this philosophy in its publications: pieces havea more diverse look, too, and are not so dogmatically ne, (hal | 
one style. There still is a /Style,” with a capital|"S.” that is used for very general Walker events, but for more specialized and {ime-bound programs, 
such as performing arts, film or education events, the published pieces heed to and can look different. 

When Laurie looked at my portfolio, 1 think she had this in mind and invited me to work at the Walker to design very specific 
projects and create individualistic visual statements for some of the programs and events. I did 4 lot of work with the Education program—they felt 
‘hat the Children’s program had never really been represented by the Museum's strict Modernist seventies look and liked the more playful approach 
1 took with their pieces, giving their department more of its own identity, while remaining undef the Walker's “umbrella” of style. It was a similat 
case with the Film Department, whose programming changes every month-they needed to represent lan ever-changing and wide selection of special 
events and programs in their poster/flyers. In this|case, the posters could Igok wildly different from month to month, although there was continuity 
and unity through page ize and one color of ink. | 


because I did a lot of the more ephemeral pieces. Since | was only at the Walker for such a short time, and redesigning the Walker's identity is such 
a.long-term, on-going proposition, it made more sense for. me to work an more time-specific pieces, 
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mal oT ‘think the idea of identity is still evolving and thi 


Iker is trying to havé a handle, first of all, on 
| \what the best applications for a House Style are.|To create a looser de! 


ition of identity? or perhaps an umbrella divld 
| 
| |that other identity applications fall under? ait directors and graphic designers will have to work more closely with the 


various departments in an institution and eauy step back to gauge which of these departments are better served with a 


more dogmatic identity and which ones need a|looser definition within the whole. 
There is a need for museums and other cultural jasyttutions to have a sy! tats organization of, 
identity, but the idea of identity itself has changed. In the past, most in stitutions had a clean, M dernist, monolithic iden- 
tity, this was the style for many years (and | should add that the institutions were well-served Py 4 this identity, too). Bu 
now, audiences have changed, technology has khanged and communities have different needs and wants from the institu- 
tions. So institutions need to reflect this. 

oe been talk about commissioning a typeface far the Walker and 1 would imagine that in a fe 


years, they will need to commission yet another, ta allow the institution to mature and evolve. And, furthermore, in the near 


future, if not already, many informational pieces won't even be printed | 


| E: Did you have an oppontuaity to talk to the comavalty about your work? | 


How war Ht racaived by non-designars? 


met with students from the Minneapolis college of Art and Design, where I gave a type design 


some of my work. At MCAD, I was speaking to a group of people who were|already familiar with the 
kind of experimentation | have been doing and of course, they were quite deceptive. 

| don't really know how my work was received by {he community at large, except by way of the 
departments that 1 did work for. People did comment that they were surprised that I work on the computer and by hand, 
too. I think there is a preconceived idea that since the introduction of the computer, designers use these exclusively. 1 like 
to move fluidly between the media, back and forth between the manual and the computer work, I need to physically see 


how my work looks in “real” time and space, tog, and that requires pulling back from the computer and returning to a 
[more tactile way of working from time to time, On the computer, you can't possibly know how 4 piece is going to feel in 
lyour hands or how it will look or sit on a table 6r an the wall. | feel fortunate to have had a backgfound in design that used 
I lot of traditional prpdlifction processes like tHe flexibility of being pblb to work elther way and|combine the different 


ways of working. Youlre bound to come up with different approaches to problems, because you can see things from such, 
different vantage points and through so many “filters.” I also sketch a lok bffore 1 sit down at the fo nputer. But sometimes, 
1 do just sit down at the computer, with no preconceived ideas, and go crazy, too! I try to challenge Hhepioesvelse uel as 


possible and sometimes T just stumble across things: 

E: In school, wa covld spand ting pyrsving and sea ideas we might act be able to tackle i 
the marketplace. How does one make the transition from school to the cpanarcial world? 

su: [think that if there is a rude awakening, it's that you can't just ptaft off Day One on your hew job, doing what you id in school. The outside 

world isn't quite ready for that or isn't that open-minded. But in small, or smaller ways than we've been used fowe can try to bring apon a certain amount of 

change. There are ways to bring more subtle moves into one’s work|that won't startle or offend a client. start to build your practice from theye. It's certainly not easy, 

But it’e-not imposible: Tha designers |aeteaelvee need ostay open-minded as well; desi gnlis, after all, a collabofation between designer and client. I think a lot of 

ie [teaching or working for tultural institutions, but they probably had that 

sort of inclination before going to schqol,| or they would have gone|to a school that trains iG more “traditional” desi yn opportunities. And thm happy to say there are 


designers who a{tended CalArts, Cranbrogk or other more experimental programs do go i 


designers out there who are working in a highly personal way and are doing well, to boot. | 
Most people don’t go into design thinking tiley're going to make alloilat money. I've wade finalncial sacrifices to allow myself some of the cre- 
ative freedom that I want. I certainly hape to be better compensated for my work one day, but|money isn't what drives ihe; rather, it's the desire to do this kind of work 
It depends on what you want, how much you'd like to put yourself into your design versus how much you are willing to live on, but the fact is, except in special situ- 


ations, that it’s going to be a compromise on some level. Utruly believe in what I'm doing and the kind of work I do is the most important thing to me right now 


pa E:T know yov sant typsfacar to Ray Wun and your fonts got vrqd. Do you think it's ¢ good trade-off to 
gat ooew altel axpeme) er balhl er loos -Suiral dad athews Alp ot jel vorkt 

si:|When I first heard about Ray Ovn, | thought it was a good idea to have that] kind of magazine ou 

‘there. I like the way it a and think it’s felevailt and timely. I'm always |vety curious to see what the next issue is going tt 

llodk like and how the magazine evolves from Issue tq issue. | 

Latt Year, | was approached by David Carson, who asked permission to use my typefaces in the maga 

zine. So, naturally, Iwasa little bummed out when I saw that my fonts had been used but not credited. This was rectified in 


| | | 
the next issue, although my name was misspelled. But to dwell just on that becomes an issue of whose ego is bigger. There 


were times when I felt like | was being taken advantage of, but then again, 1 was using Ray Ova as|a Yehicle to get my work 


out there, too. | have goften a fair amount of exposure out of showing my faces in Ray G+n. The magazine has evolved since 
‘then. 1am no longer a part of it, and that’s fine, too 
It's been a good springboard for some of the designers who have worked there—a number of people 


|have gone on to pretty interesting work elsewhere, And some designers are naw selling their typefaces through Ray Ova— 
glad to see that Ray @vajis addressing the question of compensation. Since the magazine seems to be doing well now, can it 
keep asking people to contribute for little or nothing? It's become a matter of respect and ethics. | | 


Tstrongly believe in collaboration and sharing, and if my typefaces contribute|to the spirit and look 
ig. y type i Pp! 


of the magazine, then that’s worthwhile to me. I don't make typefaces to sell) maybe one day I will, but you see, it's fun for, 
me to see people using my typefaces, how they a hem and what kind of life the typefaces give to a page-it's a collabo- 
|ration, even if t'm not physically a part of the process at that time. I create a lot of faces for more ephemeral uses, too. For 
eles I may design jus{ enough letterforms for a headline and never pursue it any further. I/d be curious to see how 
someone might use one of those faces—would they {ry to complete the type design, to extrapolate the moves I might have 
|made had I completed the design? | | 

And, | ; 
fades. Issues of type desit ae are getting really cloudier and murkier by the minute. Not to mention, that if you send 


ince design is changing|so rapidly right now, there's no reason for me|to hang onto these type~ 


your typeface out toa servige bureau, anyone can get a hold of them. | 


E: Yas, there are lagel and athicel issias of owsarship involved, too, Spetal ov an existing 
Tf? 


| typritee te altered: How die yey reconcile tHic|preblea er yeves| 
| A 

| 
lexisting typefaces as templates-it $4 good way for me to get used to dfavling letterforms and to generate a lot of ideas 


| =e 


Well, that’s one reason I don't feel very comfortable|selling my typefaces at this point. | like to us 


2p 


i 
Ries) 


quickly. 1 don’t mind sharing my typéfaces, but I don't feel a T ean sell them, since|soine of them are not 100% my designs to begin with 


I don’t feel as if these designs are prey mine to sell. Taking/a typeface, altering it a I 


it—just isn’t ethical or very creative, either. 
With the current technology, typefaces have become very access 
some iudoriexs to decide whether a| typeface is appropriate |or even ethical to use. 


designers is|a responsible and respectful way to deal with some of these issues, I would 


ittle and calling it your own—or even trying to sell 
ble to a lot of people, and designers need to use 
‘or a start, asking permigsion and crediting ty pe 
never even dream of using an illustration withaut | 


first asking permission and crediting the illustrator, but guidelines for typeface use are just not that established yet, so it remains a 


rather murky area. | | 


Es fi's great to see nore dad more wonea typelace dasignars, too. You and | have talked a1 length abovt the 


fact that there are preciovs few women “designers § f note” working i 
them on|one hand—whan the field seans to be Pepilared, in large avab 


“designers of note” man,land why do so many|women vanish fron t 


Si: I think a lot of women go into tedching and writing. Or they’ 


credited forlthe work they do. Pertiaps it's something like “the tortoise and the hare,” wh 


out of schodl, while women start gui 


‘careers and put families 


|CHILDREN? Is |17] 


Recently, it seems that there are more women wha are putting their careers 


jother women have spent|with me. It’s going t 
[designers for guidance and advice 

Ss ee women’ s experiences are different from men's. o 
therefore, our caredr decisions need to be different from those of 


ibe a conscious consideration; it hasn't necessaril 


knelt work or whom to} tutn to for advice or whdre to find a mentor. 


Es With ttaching, yov aay be 


fn a vaiqve position t 


| | among new dasigngrs—any ideas on how to start this? 


st: | Yes, by keeping in contact with the people you've graduated with and sharing information and 


|ideas. Everyone reaches } point where they're {'sthick” in their careers and 


lother out. It’s a matter of support—keeping up|connections and actively se 


Hor inspiration and being happy for each others’ 
lone another and mak Me and keep the discussio 


‘they can get to know an 
although not limit it ¢xclusively to women. | 


| 
E- Wha} 


slower and their work/might not be seen for a vie to come. It seems t 
iden" "t want to make sweeping generalizations about this, but I also think/there are a lot of women but there who choose to mak 
nd relationships frst and it’s going to take allonger time for their work t 


and a family. I'll never forget when a CalArts student asked April Greiman at a lecture, "WH 


maybe we'll see more work from women, simply because they'll be doing more work. 
Laurie Haycock Makela and Kathy McCoy havelenjerged in the past few ydars as influencial designers and 1 can’t help but 


Public Affairs Department at CalArts, and hope to spend as much time| with 
bé up to us to fill the ranks, so to speak, and be|avpilable to the next gener, 


histories and socialization are entirely different: 


been apart of our “education” to network, pr¢mgte each other or share 
ideas. There are a lot lot |women out there doing interesting work, but they haven't known how ho even start to promote 


uccesses. And forming j callaborations and colléctives to help strengthen 
open. Also, introducing younger designers to th 
see professional women fesigners at work als ike to start a design publication with women, 


rm de yov sea that taking? 


raphic dasign—ta fact, I can covet all of 
rs, by women. Why dre tha majority of 


< face of the <arth|after school? — | 
e working in offices where they just aren't being, 
ere some men get notice and recognition straight 
be changing a little, to9. 1 


get out there. Balancing 


relationship or family|is quite a juggling act in itself; it seems so demanding, se difficult to do bpth, Hopefully, it's not impdssible to have a career 


ON'T WOMEN DE 
TOO HARD TO|HAVE CHILDREN 


foremost. This seems|to be something particular 


There haven't been that many role models in the past for women but luckily,| this is changing. Designers like Lorraine Wild 


women in design willljust increase exponentially! | feel extremely fortunate to have worked wit Lbrraine and Laurie; and with Caryn Aono in th 


the up-and-coming women designers as Lofra 


ale designers. Building a network has to 


| 
| \ | 


promote a frtendly dialog It || 


we need to be conscigus|of this and help each 
seking to make new ones. |Looking to each other 


people you know, so 


compromises in their 
a design career and a 


IGNERS HAVE | 
D BE A DESIGN 


‘0 our generation, and 


think the numbers o: 


ne, Laurie, Caryn and 
tion of young women 


ER, 


T00?" 


contemporary cultural 
surroundings,be 


jazz 


International music & 
composition ‘ Seas 


Walker Art Center 
‘and the Minnesota Composers Forum 


le 


$10 te 
day, November , 1992 
Sacpmay Walker Auditorium, 


7622. 


{ 


Visiting Artist 


Wednesda fs arch 
7:00 pm Ae 


i ich ard /Prelin ger 


e 


| Pea really interested i RE a digital bulletin board. In the Letters department of Emigre 2 
[there are some won E-mail letters from a) bulletin board on Amerita On-Line, Maybe this is}a good place to start. Or 
i 


| 
ould be a fun place to i a design discourse and network going. || 


ppethaps, designing an insert for an existing publication. t've always been fascinated with the mailrart network, too; that 
E: Where are you teaching how? 
$1: /At Eastern Michigan University. Way over on the other side of the Lake. 
E: And what covrses are yov/taaching? 


also be starting research for a design history class that I'll be teaching next fall. | 


$t: I'm teaching a sophomore design core class, as well as a letterforms and typography course. I'l 
E: Wow, the possibilities that that holds! From what perspective de yeu al yevll teach 17 
S51: For now, I'll be sitting in on the design history ¢lass taught by Andi Witezak, and I'm sure 1 r 
Jeam a lot from her. Iwill be a very different experience for me to take & class I know I'll be teaching, as opposed to ee 
fake for enjoyment tlt also be working closely| with the head of the department, Doug Kisor, and design instructor Georg 
LaRou, to create a cohesive overview of design history, as well as one that Will work well within the existing curriculum. 
= ——— et re a student, 1 was luc} ylto have studied with tyo. design historians 
[eee Wild and Victor Margolin, whose disterent perspectives gave me great insight into for) 
|mulating my own interests | in design history. There is so much material to sift through—it’s a little 
lintimidating—but once begin, | know my own perspective will take shape and evolve. I also want 
to make sure that attention is paid to recent design innovations and how they too often get over~ 
generalized and reduted to "surface style”—look| how our work has already been classified and 
pigeon-holed as “ugly” and “diseased.” the impottance of design context needs to be understood 
Iby students, not to méntion graphic designers and design critics. Design is| always created within 
Ja context—social, historical, cultural, theoretical, technological and so forth—and that framework 
is ever-changing and evolving. 


E: Ara yoy going to have tina|to de any of yovr/own work 
| lint while you'ra taaching? 


| st: Actually, I'm looking ge to not doing fhe amount of work t'vd 


aching, but then I'd replly like to both teach 
nd design. 1love to design and want to continue. working.-1 think |-can_be more selective about the work Ltake.tTeaching 


pbeen doing, at least for & while, This first year, I'd like to concentrate on 


jwill also give me the thance to step back and get a little perspective and figure out what 1 want to do next and pear 


{give me a chance to do gome writing, too. While J was working at the Walker, I wasn’t able to spehd much time design 
ing typefaces, so I ‘m/really looking forward tb being able to have time for developing and designing new letterforms, 


Re finishing some of the ones I've just barely started. 


| Treaphersenonlthavercere xperience under their|belts before teaching. ae want to know wha 


it's like “out there.” 1 shduld be able to show that fny personal vision of Yesign is possible to carry out in particular marke 
places, that it’s not just something that exists only in the Ivory Tower. And glthough I don’t want fo be a slave to new tech 

hnologies, I a responsible for staying timely and current, which requires a lot of homework anid forward thinking. And 
above all, to be a good teacher or a good designer, I need to be conscious, interested and open to|change and able to listen 


for the changes within myself. 


Ez I'm wondering, |siace you don't havelyqars and years of dxperience, if yov thisk|that hiring young 


and fresh designers mighi/be a way for schools te stay timely and cvrrant? 
$t:/Are you asking me this because you think schools are “using” young araqel Icertainly don’t have 


years and years of experience. And I'm sure ong of|the reasons | was hired Was because with younger designers like myself, 


_it's-assumed that we ill be more accepting-of new directions and will 


with design changing sq rapidly, it’s almost 4 necessity to have someone who's a little "wet Bee the ears,” who will 
have the desire to kee “ with new technolog: ab ideas. Schools are savvy about this, aware that Students don't want t. 
go to a school where ideas and technology are gutdated, I'm going to have to be constantly on my toes to keep up-to-date 
But that's an exciting] prospect for me. Almost|as|exciting as my dad calling me last night to let me know that the Whit 


‘ox clinched the Western Division! 


& Yoy're svch a foek. 


bably initiate some new directions ourselves, 
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A collection of 12 
full-color postcard 


custom folder] 


CREATED ‘John Weber 


Dear Emigre, 


The problem with Emisre 27, as far as learning 


Dear Miles Newlyn, 


Fk You for your tetter. 11 1s a sobering and 


more about David Carson is concerned, is that |___concise analysis of the issue and | was glad to 
might as well have bought @ copy ie that form and content were 
Ray Gun, since the interview didn't Jooked at as inseparable and re- 
give me any insight into why a Carson page ceived equal scrutiny 


looks like it does. Usually it’s that sort of jour- 
nalism that makes Emigre different from design 


annuals and the like, Reproductions of Carson's 


worelnfiel teaseaaln{conseeied neater cen 
eaiuleleaanausnerellere Conlioe mucho 
prasle onshelfoensl stpecis ohdesie 

Ate aus tua farsewz Wed cstela arent 
fer ttf Cloned) negaitve /eemmerts isn 
>dleverreoilen) Matlaeat nlegs tren adn 
ane Uaaay kere audie acrieameattose 
elapltainionedi nyiawe’ emlgce (orem 
euileibeth red bard:ta appear neither ta 
nor medest bit qulety confident (cool) sl 
Tauenenenistbeieot oven 
Tetwguta-tave been beneencvindertant i 
stweuiteiNelofstisl ny deasctoms Conze'| 
lave stitenwasiteatgesiions sand tar 
iiserahing parta bite onie lens Carer) 
vious that neither VanderLans nor Carson 
expected the interview to go well, and so ig 
could have been easily avoided, and some 
other way of doing a Carson issue could 
nv been plained, at the wttitide seemed 
Lotnaya Deanawharaestiasecaaieittoin 
Spi ccmeltoancaanradel 
sara sous tamserioreamay (eet tuay resort) 
ed $7.95, but at least there won't be a gap in 
were dolacitons | 
The Interview wth Nell Falnemia, 1h Emig 
ir iworked he caaventaan eaitarsi van ead) 
aransonelGuiftersntumeeereraae fOr 
vawiienacsialine/ patasprareliae 
lari ge Aisle inrartemaaneiesetapelieatt 
Day Ginecaill Haswapeeansarsteriand we 
Gras naveaciaistiuenmietneevemcararts 
49 pases, this pece cout have been the de] 
fialavacchiean ene ne aclital 
dcensedaneuhtiveruecraabacectaniatchiat 
Pein toc mmen ata 
cpus beblad Mitpad(ne eatatensrpeae sd 
they ype'ertantentca gaa maretelate 
fetariiecu eaten ltaestiersemnaitar eet 
Ralls svconcrntuul7oeaudaanciriane 
judging fron the mimber etilenteres eatin 
Geiiys stigma tet aseprenlasciiats 
wegen: 

ifgatealga ivarigettesiecved by ire dente 
at hat beatae intel MAE ly creat 
cenutvey co vortiadinina Riapeosereraas 
changedloeiettnonsfialttace ecereteet 


VanderLans, introducing a very reactionary 


way of designing (Carson mentions Emigre mag- 
azine’s function in selling Emigre fonts and Van- 


derlans designs an issue with no Emigre fonts, 


the subject of Ray Gun’ 


Vandertans uses Times and Helvetica 


says a plain layout in Beach Culture often 


dicated that he didn’t think much of the text 


and VanderLans designs Emigre like a book. 


goes on, page numbers, pull-lines, ete.) 


In contrast to the consistency of the layout, the 


text doesn't flow, answers don't quite fit 


questions and the subject changes erratically. 1 
distrust it because I have come to expect rel- 


atively unedited interviews in Emigre. This one 


clearly isn’t 


Summing it up, I'm left with mixed feelings. 


disappointed because | still think there’s a lor 1 


could learn from David Carson 
hand, and 1 think this Is true of Emigre in 


entirety, It's interesting in a 


sense. That is 10 say, if | accept that whatever 


was sald in the Interview means less than 


medium itself—the idea of doing it, the way 


interview happened, the decision to publish it, 


the form it took 
then It motivated me and | learned a lor 


Mites NEWLYN, LONDON, ENGLAND. 


| record label 


Deep down inside | have to agree with most of 
your critique, and appreciate that you abstained 


from simply dismissing the whole deal as a 


They are all designed with very simple, one col- 
umn text blocks with generous margins and am- 
ple line spacing for “easy” reading. And | think 
highly of those texts, Actually, as an aside, | 
think i is @ poorly written text that could best 
benefit from an animated interpretation by the 
designer, It is a well written text that deserves 
the consideration of neutral typography 


The “illustrative” use of page numbers, too, 1 


Dear Emigre, 


Re: Legibility or “Is anyone reading this?” 
No. 

Have a nice day 

Yours lovingly, 

NELSON (THUNDER Goo OF Wan). 


N) 


SAN FRANCISCO, 
CALIFORNIA 


Interview with NELSON (Noted Local God) 
Nelson: So do you have time to talk? | can cal 
back 

NELSON: No, no. 
Well, let's just jump right in 
you think of the state of design today? 


this ts fine 


Nelson Whar do 


NELSON: It's stuptd 
typeface 

NELSON: Duh. 

Nelson: Well, who do you think is doing inter- 


esting work? 
NELSON: Personally, | look at NELSON a lot: | 
really like what he’s doing. And your magazine 
of course, but there are really very little new 
they tend to be recycled things from 
past designers. Of course, there’s a huge pool 
of talent at NELSON Academy 

Nelson: Did you ever go to school? 

NELSON: No, I'm entirely self-promoted. {'m 
about to start my own magazine. 
dex of style and music for the new generation. 
Nelson: So why did you refuse an interview 
with me Last time | called? 

NELSON: Because you didn’t say any obscene 
things to me. 1 can't stand a phone call with 
out obscenity 

Nelson: So when I swore at you this time. 
NELSON: ...1 couldn't put the phone down. 
Nelson: I've heard talk you're starting a 


ideas: 


III be a co- 


NELSON: Yes, it’s called NELSON, 1 think the 
music offered by so-called alternative labels 
Js stupid, I'll offer a way cooler alternative 
Everyone should listen to my alternative music 
because it’s good. Everything else is bad 
Nelson: People say your design ts really bad 
It’s very slavish to the computer, they say, and 
the tools it uses. 

NELSON: They're stupid. They don’t understand 
what I'm trying to do. And what do they know 
about my tools? 

Nelson: What are you trying to do? 

NELSON: I'm trying to get people to under- 


stand, (continven on p. 112) 


Re: Emigre angst or “Are my designs under 

stood?” 

No. 

Re: The Helvetica debate or “Can we get a lit 

tle crazy now?" 

No. 
(ny 
| 


Nelson: Ah, so is that why you named your wd 


have utilized before, in issues 3, 4, 11. 14. 24. 
6, And we've done without page numbers in 
umerous issues as well, Often, the reason 
fo use page numbers the way | did in the 
‘arson Issue 1s to add typographic “color” 10 
Wwhat otherwise might be a very static, “gray” 
pase. 

four mention of pull-lines (or the absence 
hereof) as being reactionary simply puzzles 
ne. 1 don't see too many pull-lines in Ray 
un either 

in closing, the Carson issue is not entirely 
thout Emigre fonts. As you must have no 
hiced, both Democratica and Missionary are 
rominently advertised 


JUDY VANDERLANS. 


HAD ANDERSON. MILWAUKEE, WISCONSIN. 


bear Emigre, 


in your interview with David Carson (Emigre 


7), David quotes me as saying, during a de- 
yate we had in Philadelphia in April 1993, 


hat | regard the design of the introduction 


Jegibility comes up and 


Carson 


On the other 


MeLuhanistic 


and the way | reacted to it, 


lashing of egos, which 1s perhaps what it really 
was. However, | would like to reply to your com- 
ment about the design of the Issue being simply 
reactionary.” 

My reason for using Times and Helvetica was in 
in- spired by David's disdain for Emigre fonts. 1 
don’t think that's reactionary, it's thoughtful 
It Also, {t's not exactly the first time we've done 


this. Issues 10, 21, 23 and 25 use few if any Em- 


To Typosraphy Now: The Next Wave as a “fail- 
ure." This makes it sound like | think the whole 
exercise was misconceived, of that 1 am dis- 
owning the book in some way. This 1s not the 
case at all, 

What | actually said was that the introduction 
was an “honorable failure.” 1 then went on to 
explain what I meant by this, which David omits 


The plan in putting together Typosraphy Now 


pull-quotes” meant to intrigue readers and start 
them reading. We did our best at all stages to ensure 
that the reader's eye knew where to go next, 

at least 


On one level, the design quite clearly sue- 


ceeds. It adds to the interest and excitement of the 
book, turning it into a kind of manifesto for the 
work that It shows, But does it also succeed as com: 
munication? What are the design's effects on speed 
and ease of reading? Comprehension? And retention? 
Without a structured survey, there Is no way to an- 
swer these questions, but reports are mixed enough 
to lead to doubt. Some readers and reviewers claim 
to experience no difficulty and enjoy the reading 
process. Many others find it heavy-going—one British 
reviewer called it “typographical masturbation,” 

For me, the introduction was a worthwhile and re- 
vealing experiment—and Typography Now was cer- 
tainly the right place to conduct it—but | don’t see it 
as a viable model for longer text setting. My feeling 
is that if the writer does his or her job, such em- 
phatic devices aren't necessary and may well get in 
the way. Good writing has clarity, flow, pace and 
rhythm; it suggests its own pauses, creates its own 
emphasis. The danger with excessive sign-posting is 
that you patronize readers and repel them by im: 
plying that they are incapable of deciding what is 
Important for themselves. 

These remarks are in no sense anti design. Design is 
clearly essential, What Is at issue here is the degree 
of design. There is a middle ground between the 
“solid page of gray type” mentioned by David Carson 
In your Interview and the extremes of Ray Gun or Ty- 
posraphy Now, And obviously, shorter, quicker- 
reading texts will allow a much higher degree of ty- 
pographic activation. Writers and designers have 
barely begun the kind of close collaboration sug- 
gested at the end of the book's introduction. 

Best wishes, 


Rick PovNon, EYE MAGAZINE, LONDON, ENGLAND, 


Dear Emigre, 
Enjoyed the Carson issue, Was waiting for you to 
take the interview deeper towards David's moriva- 
ions, etc...There were some sparks... 

Best regards, 


Scorr CLum, SALEM, OREGON. 


Dear Emigee, 
Nice Carson issue—very, very cool and informative 
Kind of made Rudy seem like a dick, though. But hey, 
who isn't now and again? 

You have a wonderful magazine and a great vision. 
Thank you! 


CINDY HOLLAND, OMAHA, NEBRASKA, 


RYE tikey, 


We'll do anything to make our subjects look grea 


even act like dicks if we have to. 


Ruby VANDERLANS. 


Dear Emigre, 
Read the new Emigre [271 from cover to cover—eyes 
first. Tension and art Is what your interviews have 
And you don’t spare yourself. At once challenging 
and vulnerable, I'm hooked. 


SLoy, SALEM, OREGON. 


Dear Emigre (Listed on America On Line) 


gre fonts, 
the In addition, 1 feel that my lay 
outs did fit David's understate 
and highly legible design of th 
cover which also uses Helvetic 

this wag, Yours sincerely 


(Although, admittedly, 


Vm entirely coincidental since we 4 


ye, POLAND. 
worked on our respective designs 


Dear Mr. Tom Styrkowice (Oxmox), 


about the continuation of the subscription for 1993. We are very grateful for your generosity a 
wonderful gift for our staff members and students 


‘0 Polish counterpart of the Journ: 


Cerin DUNIN-HoKAwicz, CHIEF LinnAnIAn, PANStWOWA WY2SzA SzKOLA SzTUK PLAsrYcENYEH, 


ton about the most recent 
(rR0 1)PE ceased to 


1 was very rewarding to read Emigre 27. 
the Journal Emsre The dialogue (sometimes heated) be- 
ween Rudy Vanderlans and David Car- 


‘on really fueled the fire of debate of 
spear atter 


jodern standards and Post-Modern ce- 
onstruction. 
rhe reference to rampant illiteracy (in a 


ecent report, over 45% of Americans 


without knowing what the other was doing), It Is 
Its David's credo that one should be able to judge a 
book by its cover. Judging from his cover design 
David must have been pleased to see my under 
the stated and highly legible layouts. 

the And since when is designing a highly legible text 
considered reactionary? My use of a “plain” lay- 
our Is not meant to indicate that | didn’t think 
much of the text. That is David's approach 10 de- 


sign, not mine. Look at issues 22, 24 and 26. 


Was to express something of the nature of the 
contents through the design of the book itself 
For Why Not Associates, the designers, it was 
going to be a chance to let rip, perhaps as never 
before. For me as author, this was a fascinating 
and unusual prospect, but also a little un- 
nerving. To give Why Not a structure to work 
with, 1 indicated a series of textual layers on 
the copy to be highlighted in different ways. The 


playful of these function as extended 


over 16) and the role of design to engage @ new gen- 
eration of readers to the power of the word and im- 
age is a new challenge to those who feel that graphic 
design is more than a vehicle for the status quo. 

The role of designers is akin to the role of computer 
hackers: deciphering the codes of visual literacy and 
using the decoding process to bring the empire of 
symbols to the subjective use and enjoyment of the 
People that the symbols reflect. 


BARON LANE, DALLAS, TEXAS. 


Dear Emigee, 
First off, let me say you have the most unique 
and innovative magazine on graphic design | 
have seen and read in my 24 years of life. The 
only problem Is that I have to wait 3 months be- 
tween issues (maybe that's why it's so good) 

| just finished reading emigre 27 and | must say 
that Rudy Vanderlans’s interview with David 
Carson was indeed an insightful look into one of 
the great graphic design minds of the times (as 
seen in ay Gun). Also, just to satisfy my curios- 
ity, please tell me if that’s an emigre surfboard 
on the cover (I could be way off here) 

Included with this letter is a slide photo of my 


license plate, which causes un- 
pelievable curiosity in friends 
pnd strangers ("What the heck is 
smigre?"). No. | don’t mind ad- 
jertising for you. I'm pretty sure 
that in the state of North Carolina no one else 
has this plate, 

P.S. 1 thought 1 might do what no other person 
who writes you ever does: make a suggestion 
(hee, hee). But seriously, get your research team 
to do a piece on the father of conceptual art, 
Joseph Kosuth. Most of his works are very ty- 
pographical and it would make for a fresh view 
on words and their relationship with art as idea, 
Keep crankin’ out the good stuff! 

MATTHEW J. PFAMLERT, LINCOLNTON, NORTH Can- 


Dear Emigre (Posted on America On-Line), 
Two things: 

First: Mike Ivey and the boys were more than 
delighted to see the original Basehead pullout 
poster [From Emigre 18] when they played here 
in Chapel! Hill, They invited me backstage to 
hang for a while. Thanks for giving them the 
outlet for their music 


Second: It is interesting that people only rec- 


‘ognize when your mag ts “Impossible to read 
but don't seem to give a damn when it Is set 
beautifully in single columns with ample leading 
(see emigre 24 and 27) 

| found the typeface selection quite interesting 
in Emigre 27. Is that Times and Helvetica/ 
Univers? I'll have to take a closer look. Two 
thumbs and a big toe up for what you have done 
for graphic design 

Thanks again. 

BRADY BONE, SCHOOL OF DésiGN, NORTH CAROLINA 


STATE UNivensiTy, CLASS OF °94. 


Dear Emigre, 
David Carson, in Emigre 27, recommends CalArts 
as one of the three provocative design schools 
to attend, despite the fact that one may never 
be able to use the skills gained through such an 
education, except through teaching, Inteening at 
Emigee or designing for Hustler. Thank good- 
ness, I've been lucky to find work—and creative 
work at that! | am an art director at Motown 
Records and have many CalArts friends out there 
who are actually working—at Fox Entertainmen 

at prominent design studios and other venues— 
we haven't felt particularly stifled creatively, 
yet 

I don’t think that working at a place like Hus 
ter (or anywhere that uses a set design format) 
needs to be necessarily # negative thing. It's an 
opportunity for a graphic designer with experi 
mental sensibilities to be challenged. After all 
isn’t it the job of the designer to open up the 


mainstream audience to new ways of thinking? 


Avant-garde design practiced within the pa- 
rameters of corporate design lends itself to 
some very interesting results. It might be this 
subtle infiltration of experimental design that 
pushes design in new directions 

How daring Js it to design a magazine with such 
a generous and flexible subject matter, no pa- 
rameters, dependable budget and no inter- 
ference from editors or writers? Who wouldn't 
want to work in such a design Nirvana? 


EMILtE BURNHAM, LOS ANGELES, CALIFORNIA. 


Dear Emigee, 
Congratulations on your worldwide contribution 
and immense influence!) Your magazine proved 
to be a great inspirational source for all differ- 
ent kinds of graphic designers; positive or neg- 
ative, controversial or suggestive...but_ enough 


of thi 


. you've already heard it too often 
It Is undoubtedly necessary to inform graphic 
designers about the past and present of their 
own profession. But it seems to me that most 
graphic designers live in an “incest situation"; 
graphic design feeds itself and takes fewer in- 
spirations from life. An interchange seems nec- 
essary to connect it to life again: Le, in an in- 
tercourse with new movements in society 
reflected by literature, music or fine art: not 
only their surface but also the concepts and ide- 
as behind them, thus enabling individuals to de 
velop a personal point of view. 


Therefore my suggestion: to inform the public 


not only about graphics, but to initiate a forum 


for avant-garde art {ol 
and newl, in order to sho 


how art and society wer 


and still are connected. 


Yours sincerely, 


like that 


We're looking for leadership, especially since Ed 


Cleary got led astray by that espresso bar/frult 
shop downstairs, You know, In the arty part of 
Toronto, 

Yeh, thanks a ot! 

From ASSISTAMENTE T1POGRAFICO, EDINSUROH 


ScorLann. 


Dear Emigre, 
Just a brief out-of-the-blue note 10 say how el- 
egant Miles Newlyn’s typeface “Democratica” Is, 
He invented something very modern without the 
end-of-civilization-as-we-know-it look of some 
others. 

Congratulations to all 


MARK ANDRESEN 


Dear Emigre, 
I hate your fucking magazine! Please send me a 
free Emigre catalog 


GEOFFREY BADNER, PHILADELPHIA, PENNSYLVANIA 


Dear Emigre (Posted on America On-Line) 


I was so sad to find that Emigre, back issue 


Is available at the prohibitive cost of $50! 1 am 


a graduate student 


the University of Mich- 
igan, Ann Arbor, studying graphic design 

Does Emisre support educational causes? Emisre 
is serving as a focus for a rather critical Inquiry 
Into the implications and meaning of post- 


modern typographical modes all placed, of 


and 


there 1s disagreement on the educational value 
of Emigre magazine. 

‘The Emigre book, titled Emisre: Graphie Design 
Into the Digital Realm, will be published by Van 
Nostrand Reinhold late November, and we are 
planning a book of Emigre interview reprints for 
early next year 

Thanks for your kind remarks regarding Emisre 
though 

Best wishes, 


Rupy VANDERLANS 


Emigre, 
I think your new typeface named after mass 
murderer Charles Manson Is in extremely poor 
taste 

Please remove my name from your mailing Hist— 
permanently 


Mary M. ROBERTS, SAN FHANCISCO, CALIFORNIA 


REE dey m. roberts 


When we released Manson, we never imagined 
that we would ever have to explicitly state that 
this typeface was not meant as a shrine for mass 
murderer Charles Manson 

As designers we are interested in the relation 
between words and images and how their mean- 
ing can be manipulated and changed. Jonathan 
Barnbrook, the designer of Manson, was at- 
tracted to the name Charles Manson hecause to 
him it sounded beautiful and, if you forget 
about the fact that we're talking about a mass 


evokes certain connotations of craft 


ransferring the name to a typeface, 


(CistiAN KOstERS, LoNDON, ENGLAND” 


Dear Emigre, 

{ would like to mention how much I've enjoyed 
your magazine and fonts over the past few 
years! Perhaps your magazine might address the 
future of digital typography and some of the 


problems we're seeing as type designer 


amely 
the problems with design protection, the ease of 
font theft, and how to go ahead with the new 
font technologies like GX, which require a lot of 
time spent in design and can be just as easy to 
illegally copy as the rest of them. How do you 
think that designers should deal with these is- 
sues? 


SUSAN EVERETT, Citicago. ILLINOIS. 


RFF dan, 


In a soon-to-be-announced future issue of Em 
igre, we intend to address most of the topics 
you bring up in your letter. Also covered will be 
the ethical and legal issues concerning the com- 
mercial selling of fonts that are altered versions 


1 fonts. 


and/or are composites of existing digi 
Please stay tuned, 


Rupy VANDERLANS. 


Dear Emigre, 
Hey, where were you guys when we needed you? 
Do you realize how desperate things are? Her- 
mann Zapf in tears at the AGM, Adrian Frutiger 
Jumping in front of a Belgische BMW outside the 
Holiday Inn Crowne Plaza. My God! 

And somebody's going to have to do something 
about these young Dutch type terrorists. Baader- 
Meinhof from the Kosmik Cafe. Christ, they don't 
even eat birds, pigs, lambs or any tasty things 


the current state of culture and society. In otf 
er words, what the hell is Emigre doing and do | 
buy in? 

I need emigre 15, badly. What more can | say? 
How about a substantial discount? If this sounds 
like | am pleading, realize that this is all in the 
name of scholarship. 

Also, what Is up with the Emigre book? Has this 
happened? Do you have one around | can bor- 
row? 

LESLIE TERGAS, UNIVERSITY OF MICHIGAN, ANN AR- 


RR ie 


The reason why Emigre 15 costs $50 1s because 
we have currently only 12 copies left. There is 
quite some demand for these rare, back issues 
and many are now being bought by collectors 

‘A long time ago, we made the decision to never 
reprint an Issue out of fear that we might get 
stuck with thousands of unsold copies. However, 
we have, over time, with each Issue, Increased 


e the de- 


our print run (0 better accommod 
mand 

If you feel that Emigre serves as “A focus for a 
rather critical inquiry into the implications and 
meaning of post-modern typographical 
modes,..." why don't you enlighten your school’s 
Ubrarian and have them purchase those back \5- 
sues and a subscription to Emisre as well, 

Emigee does support educational causes when 
ever possible, but it’s a school’s responsibility 
to keep their libraries up to date. Actually we 
have done several subscription mailings to De- 
sign Departments at universities and academies 
all over the United States making ourselves 


known with little or mo response. Obviously 


Jonathan, in effect, 1s trying to reclaim that 
name to mean something far more enjoyable. 


Wouldn't it be great, if, upon seeing or hearing 


the name Manson, from now on, people's first 
connotation would be to think of the typeface? | 
am certain that every person with the last name 
of Manson would be delighted 

Per your request, we have removed you from our 
mailing list 


Rupy VANDERLANS. 


Dear Emigre, 
I just received your latest promo piece with the 
elegant yet loathsomely named MANSON font 

It’s a beautiful font, but if your goal is really to 
shock, instead of a celebratory homage to a 
mass murderer why not have the guts to go all 
the way? How about HITLER: after all Manson 
followers had swastikas etched into their fore- 
heads—or Is that too close to the bone? 

Why didn’t you have the balls to call it some- 
thing like VOMIT of DEAD BABY or SHIT HEAD??? 
| see no great Art Revelation here. Just another 
cheap attempt to cash in on the suffering of oth 
ers, don't need to “re-assess my attitude to the 
typeface,” just the foundry 


BRETT PALMER, Los ANGELES, CALIFORNIA 


REE bXa paimer 


I you believe that the sales of a font relied sim- 
ply on the shock effect of its name, then why 
not start your own type foundry? You seem to 
have a knack with names 


RUDY VANDERLANS 


The Book) 


ign 


ealm 


In 1984 o radically new graphic design magazine set out 10 explore the 


as-yet untapped and uncharted possibilities of Macintosh-generated graphic design 
and earned its creators 


Boldly new and different, Emigre broke rules. opened eye 
Rudy VanderLans and Zuzana Licko, cult status in the world of graphic design 
After a decade of publishing. the jury 1s still out on Emigre 


sive 10-year retrospective, you can reach your own 


But now, thanks 10 this compre 
conclusions Are Emigre's Mac-generated graphics important. influential and 


ontroversial...or just plain ugly? You decide. 96 Pages. 11x15, ov 


with commentary from YanderLans and Licko, Essay by Mr. Keedy 


Available at your local bookstore or order by calling (800) 944 9021 


Oe years) mat 274.915 


A BYRON PREISS BOOK 


A deluxe version of the book 1s also avatlabe. Hand signed by Zuzana Licko and 
Rudy VanderLans and presented in a hand-made, cloth covered slipcase. Available 


only by mail order through Emigr 


TENSE (0 


2 nd in a series of compilations planned for release by Emigre Mus{e 


wre Mugie Sy pedeg Noe 2 fo the ae 


The E 


15 Tracks by: 


This release coincides with Emigre’s tenth anniversary (1984 — 1994) and celebrates the work of the musicians with whom 
we've collaborated in one capacity or another 1. The Grassy Knoll: Sri 
Our attraction to these musicians and their work is their independence, their ability, and their courage to experiment and Previously unrelease 
to go out on a limb, giving us a glimpse of the wide open space that lies directly beyond formula-oriented pop music 
WE S.iFact TwentyTwo: Stay Awake Listening & Sounds of the Space Age 
From the forthcoming album Sticky Pop. 
Also included on this CD are tracks by three hands which are currently recording for Michael Ivey's brand new reeprding 
project called 19records. We are proud and happy to be sharing this CD with this fellow fledgling record label 4. Audioafterbirth: Science or Heaven 
From the debut album Commbine released by Emigre Music (cp 01 
Compact disc (Reg. and Deluxe) includes 16 page booklet featuring the photographic story “Weeds (the illusion of|truth 
P 8 p i z i 5 & 6. Supercollider: Stainless & Razor-Ribbon 


1M. Olsen. Frothe newalbumDuaLrecently released by Emigre Music ‘rcp 0 


without lying)" created by Da: 


7 & 8. Honey Barbara: Beat Again & Waking Early 
Two|new tracks from their bpcoming, as of yet, untitled second album 


9, Scenic: Kelso Run (Rough A 
From the forthcoming album Incident at Cima to be released by Independent Project Records 


10. Damon & Naomi: Once More 
From the album More Sad Hits released by Shimmy-Dise \suimny 056 


11. Flower Sermon: (Sugar) Lullaby 
First released a 


The Emigre Music Sampler No. 215. pecenead: vor over You Ceuttesed 
Recorded and broadcast live for VPRO radio in Amaterdam, Holland 
(Introducing: 18records) 


f single by Rough Trade, England 


The following 18records tracks are from their respective and forthcoming albums 


8. Uncle Clarence the Thomas: Local NRA 


14. 


n Cope: Busted 


48. BYOB (with Ms. Justine): Tdo Good to Let Go (Long Distance Love Line Mix) 


compact aise $9.95 


Deluxe compact dise $15.00 
With letterpress printed cover by Independent 
Project's Bruce Licher 


Cassette $3.9 


12 PREVIOUSLY UNRELEASED 
TRACKS BY 


Fontes 
HELMET 
MEKONS 
NBBQ 
PAVEMENT 


natohté Mexchan 
SOUNDGARDEN 


PROCEEDS FROM THE SALE OF 
Born to Choose 
ARE BEING DONATED TO 


NABAL 
(NATIONAL ABORTION RIGHTS 
ACTION LEAGUE) AND 
BWABE 
(BROOKLYN WOMEN’S 
ANTI-RAPE EXCHANGE) AND 

; ! 
WHAM. 
(WOMEN’S HEALTH ACTION 
AND MOBILIZATION) 
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a Emigre magazine is available at these locations: 


Arizona Connecticut Michigan For the Record Wisconsin Japan 
MESA NORWALK. SLOOMFIELD HILLS Werner Center MADISON TOKYO 
Stinkweed's Record Exchange LAC Distributors Cranbrook Acadamy of Ary Book CINCINNATI: Pick: Book Hakue Trading Company 
WEST HARTFORD store Barnes 8 Noble MILWAUKEE 
Arkansas Barnes & Noble OAK PARK CLEVELAND Horry W. Schwartz The Nethertands 
JONESBORO WESTPORT Book Beat Bank News Webster's AMSTERDAM 
Wasting Barnes 8 Noble Instr Nijhot & Lee 
LITTLE ROCK Ninneseta DAYTON: Wremine londitnfernpional 
Jungkind Florida MINNEAPOLIS Books & Company JACKSON Atheneum Bookstore 
MIAME Bornes 8 Noble Huse Stand MEPPEL 
Glitorais Books & Books Walker Art Center Oregon Bruil 8 Van de Staai) 
BERKELEY SARASOTA Pence Graphics EUGENE Australia 
Barnes & Noble Read All Over SAINT PAUL Book Mark MELAOURNE New zedtead 
Bullder's Bocksource TALLAHASSEE Hungry Hind Bookstore PORTLAND Perimeter AUCKLAND. 
Cody's Rubyfruit Books Wetpaint a BE Art Media PADDINGTON. Propaganda Distributors Lid 
University Art Museum Bookstore B F Northwestern Bookshop Aatel WELLINGTON. 
eS 
CAPITOLA Georgia Nisseurs AS roweii's Books Heire Hogs 
Copitole Book Cale ATLANTA ST. Louts Rich's Cigar Store Austria 
COSTA MESA Oxtord Books Lelt Bank Books ne VIENNA Portugal 
Barnes & Noble Architectural Book Center SS rennsyy Shakespenre/® Compsny HATOSINHOS 
DAVIS New Jersey = wecnanicsaurs Due 
Newsbeor Haweus LIVINGSTON 3g Encore Books Belgium 
La JOLLA HONOLULU. Barnes & Noble = a PHILADELPHIA. ANTWERP. Scotland 
La Jolla Museum of Contemporary Ar) Animals Ate Them PARAMUS B & Aterwords Zuid - Magazine EDINBURGH: 
LOS ANGELES Barnes 8 Noble % S pirrseurce. Dlerckxsens » Avermacte Typoeeaphic Assistance 
Book Soup Minors B.S ee Nine Publications aRUSSELS 
Centertold CHICAGO New Mexico 3% S kine oF Prussia Tropismes Singapore 
Dally Planet Barbara's Bookstore ALBUQUERQUE B 8 Gene's Book Gavilan Basher Graphic Books 
Melrose News Barnes 8 Noble Double Rainbow aie Peinture Fraiche 
NEWPORT BEACH City News SANTA FE FS ehode stand Schliet Book & ; 
Barnes 8 Noble The Huseum of Contemporary Art Downtown Subscription © PROVIDENCE Areletes Foreig 
BaRihe Utbws Gsait Sinton woastore tine | Foreign Subscribers! 
Barnes & No The Art Institute New York = GHENT. a Sea pea ist re PesnyEn a ov 
PALO ALTO EVANSTON NEW YORK CITY Texas Copyright i i 
Pulater's aie Barnes's Noble Barnes & Noble BS qusrin fe Staaiy in Holland or Vera Kapp + 
PASADENA. OAKBROOK TERRACE. B. Dalton. BS Europa Bookstore Canada bi ABST BN Ate Nhe: Ta 
South Raymond News Barnes & Noble Printed Matter ZF Nuvo MONTREAL PERF PRPPAa UN eg Payer 
SACRAMENTO. Published in Paris = & Fine Print Distribution Le Dernier Mpr er . 
Newsbeat Indiana The Museum of Modern Art Book® University Coop TORONTO: orrer 
SAN DIEGO INDIANAPOLIS store DALLAS Swipe Books 
Bookstar Indiana News Co. Spring Street Books Nuvo Another Manjs Poison 
Seventh Near 8 St. Mark's Bookshop Bookstop Pages BRUIL 8 YAN DE STAALJ 
SAN FRANCISCO Towa Shakespeare & Co DENTON CALGARY: Postbusers 
Ato Z News AMES Untitled Hastines Daily Globe, fine 
Aerial Big Table Books Hikes Magazine Shop HOUSTON 7940 AB Meppel 
Builder's Booksource Ding Magozine Crossroads Market England 
Booksmith Kentucky Newsbar Museum of Fine Arts LONDON. The Netherlands 
Farley's LEXINGTON. Jaap Rietman The Virain HeeestorePhone; 05220 - 61303 
Harold's Hypnetic Eye SCARSDALE Wish The ICk The Mall 
The Noked Eye Joseph Beth Booksellers Encore Books SALT LAKE CITY Ao Dwemmer bid 
William Stout Architectural Books Barnes 8 Noble 
Museum of Modern Art Museum Books Louisiana North Carolina France GRAPHIKVERSAND VERA KOPP 
SANTA BARBARA NEW ORLEANS ASHVILLE Washington PARIS Postfach 1263 
Book Den Bookstar Downtown Books & New BELLEVUE Flammarion 
SANTA HONICA Lenny's News MURPHY The Daily Planet Un Regard Moderne D-63479 Bruchkdbel 
Bookstar The Book Cellar SEATTLE Ee onah 
Hennessey and Ingalls Maryland RALEIGH Read All About 11 Germany y 
SANTA ROSA BALTIMORE White Rabbit Seattle Art BRUCHKOBEL PHONE OG Lei se7 507 
Sawyer's News Loule's Book Store Cate 5 Broadway News Vera Kopp 
Obie HAMBURG 
Colorade Massachussetts BEACHWOOD Vonderhoh 
BOULDER BOSTON. Booksellers HAKUO TRADING COMPANY 
Boulder Bookstore Avenue Vietor Hugs Bookshop COLUMBUS Hong Ke Kojimachi Shine Bldg 
DENVER Trident Booksellers Little Protessor NORTH POINT 
The Tattered Cover NORTH DARTMOUTH Neo Vision IqternaBifnad Kojimachi. 4 - Chome 
Barnes & Noble QUARRY BAY 
NORTHAMPTON creat Chiyoda - Ku 
Tokyo 102 Japan 
Phone: 03 - 3239 - 0666 


Sem bese canaiep eta omnis 
United States $28.00. Canada $35.00, Europe & Asia $58 00. 
a ole Pe IES GW Sy Wiel te ee ota oh if Sigel! 
United States $56.00 (Includes free copy of the “Emigre Music Sampler No. | 
Subscriptions begin with the next available issue 


cassette) 


Subscription rates include shipping and handling 


Baaece kereleseS ance Se mmust (Co. 
vies 


We Accept Payment b isa, 
MasterCard. American Express 
Dis:coveirn. 


| 
Emigre 1/9 (Starting From Zero) $7.95 
and 
Emighe 20 (Expairiates) - $7.95 
Emigre 21 (CalAris/New Faces) $7.95 
To order call toll free Emjare 22 (“Teach”) $7.95 


3 0 0 ) 944 9021 ts) $7.95 


} 
Emfere 23 (Culp: 


[ California residents add 7.75% sales tax on all items! | 


igre 24 (Neomanial $7.95 


Emiere 25 (Made in Holland) - $7.95 


Emigne 26 (All Fired Up) $7.95 
For information call 


(916) 451-4344. or fax (916) 451-4351. See nee eer eeed Stet 


Emigre 28 (BroadCast) $7.95 
Booklet Set (Picture the Sourhwest. Views of Travel. Dramatization. Emigre Music Sampler No. 1 cassette and more) $10.00 
Emigre “Globe” T-shirt $1200 / Emigre “Hat” T Shirt $12.00 / Emigre “Music” T Shirt $12.00 / Every Good BoyT Shirt $12.00 
Faceless Poster $8.00 / Press Timel 3 Poster Set $30.00 / Emigre Music 10 Poster Ser $35.00 


This 12 Posteard Set (12 full-color postcard in custom a folder by John Weber} $12.00 


Gaoemepmarcetas sD ninsmces Gran Gramse scape NEMS 


Stephen Sheehan Innocence at Will - COSI3 
Fact TwentyTwo- Energy. Work & Power - CD $13 
Every Good Boy Social Graces CD $13/Caxs $8 


Binary Race - Fits & Starts - CD $13/Cass 58 
Basehead Play With Toys CO $13/Cass $8 
Supercollider  Supercol/lider CO S13/Cass $8 
Fact TwentyTwo- The Biographic Humm - CD $13/Cass $8/Deluce CO $18 
Ray Carmen - Nothing Personal - CD $13/Cass $8 
Every Good Boy- G@oling Wire & Bubblegum CD S13/Cass $8 


Audioatterbirth - Commbine © CD $13/Cass $8 


Emigre Music Sampler No.1 - CO $9.95/Cass $4.95/Deluxe CD $18 
Honey Barbara Feediotloophole CO $i3/Cass $8 


Supercoliider Dual CD $13/Cass $8 


Call for a free Emigre catalog! 


@ THE OCESIGNERS FEPUBLIC 
MERCHANDISE 


*2000 
a 


DA BRAND 
T-SHIES 


WOW! LOOK 
AT THOSE SHITS!! 


design | DR SPACEMAN [oesin IDR VAMPIREMAN | Allshirts 
Print Spec. | Chunky White Print Spec. | Chunky White | Jerzee™ Cotton 
Shin Colour | Seariet or Powder Blue Shirt Colour | Navy or Dark Grey | fe eee 
INITIAL T-SHIRT ORDERS GET FREE AZ EXHIBITION POSTER (Whie Stocks Last) small white 
back print 


MM, “Essential” Terrace Styling 
Oh, coat 


[\ 
Aly 


THE DESIGNERS REPUBLIC™ 
LIMITED EDITION POSTERS 


POSTER (I) ONE POSTER (2) TWO POSTER (3) THREE 
SPACE-MAN™ VAMPIRE-MAN™ JON + DEE 'THE TWINS™ 

A3 2 COLOUR A3 2 COLOUR A3 2 COLOUR 

METALLIC BLUE SPACEMAN™ METALLIC PURPLE VAMPIRE-MAN™ THE TWINS™ IN BLACK WITH 

ON A DAYGLO FLOURESCENT ON A DAYGLO FLOURESCENT PINK B. GND SPECIAL METALLIC SILVER DETAIL 
ORANGE B. GND. PRICE: £750 PRICE: £750 


PRICE: £750 


POSTER (3.2) THREE POINT TWO 
JON + DEE ‘THE TWINS™' 


® FEN GONE 
™ IN BLACK 
qq" nde ee ae i OFFICIAL GEAR! ITS Biel 
voopoa"a0000! PRICE £7.50 


PLEASE MAKE CHEQUES PAYABLE TO: THE DESIGNERS REPUBLIC 
IN POUNDS STERLING P & P £4.00 W/WIDE £250 EUROPE 
THE DESIGNERS REPUBLIC I SIDNEY STREET SHEFFIELD ENGLAND SI 4RG 
PLEASE ALLOW 28 DAYS FOR DELIVERY CIAO! 


mes CISSy 


she is cure! che will kill you! aad she's coming in i 


SU PERC 


L LI DER 


